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THE  BRUSSELS  GALLERY 


HISTORICAL  SUMMARY 


In  ij^5  the  Committee  of  Public  Safety,  Paris,  dispatched  citizens  Leblond 
and  Dewailly  to  Belgium  for  the  purpose  of  removing  from  the  monuments, 
monasteries  and  municipal  buildings— by  force  if  necessary — all  pictures,  statues, 
bas-reliefs,  furniture,  engravings,  maps,  and  other  objects  which  they  might 
consider  worthy  to  be  included  among  the  collections  of  the  Trench  J{epublic. 
The  robbery  was  vigorously  carried  out.  A  thorough  raid  emptied  our  sanc- 
tuaries. Van  EycJi,  hemline,  Betsys,  Coxcie,  J^ubens,  van  T>yck,  Jordaens, 
Crayer,  Quellyn,  and  how  many  others  were  carried  off!  not  a  single  master- 
piece escaped  the  rapacious  hands  of  the  expert  sans  culottes.  Our  wealth 
was,  notwithstanding,  considerable,  and  many  pictures  remained  to  console  the 
lovers  of  art.  Trom  the  year  Yl  (ly^j)  the  central  administration  of  the  T>yle 
undertook  to  add  to  the  Central  Tine  Jlrt  School  at  Brussels  a  collection  of  pictures 
not  considered  worth  taking  by  the  delegates  of  the  One  and  Indivisible  J{epublic. 
This  was  the  origin  of  our  Picture  Gallery ;  the  idea  was  inspired  by  ha  Serna 
Santander,  to  whom  we  also  owe  the  T^atural  history  collection  and  the  Library;  it 
was  admirably  carried  out  by  Guillaume  Jacques  Joseph  de  Bosschaert  (]j5y-i8i5), 
who  was  the  first  curator  of  the  Brussels  Gallery.  The  bust  of  this  coura- 
geous man,  by  Puyenbroeck  (1804-1884),  after  Godecharle,  is  on  the  first  floor  of 
the  Old  .^asters  Gallery,  on  the  Minerva  landing.  Brilliantly  determined  both  in 
his  bearing  and  his  correspondence,  this  curator  bore  the  appearance  of  an  easy 
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tempered  man.  Smooth-faced,  rather  stout,  with  open  nostrils,  and  sensual  smiling 
lips,  he  only  required  a  wig  to  personify  the  ancien  regime.  He  might  have  been 
Gretry's  brother. 

On  the  J 4th  Tructidor  of  the  year  YJJJ  (JJ99)  a  decree  was  issued  for  the  orga- 
nisation of  departmental  galleries  in  fifteen  cities,  including  Brussels.  Such  was 
the  confidence  in  the  prompt  return  of  some  of  our  masterpieces  that  it  was 
decided  to  delay  the  opening  of  the  gallery  until  their  arrival.  Months  passed. 
Nothing  arrived.  Jit  last  Bosschaert  decided  to  go  to  Paris,  and  he  returned 
there  several  times.  Jl  mass  of  papers  in  the  Brussels  Museum  shows  in  detail 
his  hopes,  his  efforts,  his  weariness.  Tie  moved  heaven  and  earth.  General 
Ebli,  Inspector  of  .Artillery,  Corvisart,  medical  attendant  to  the  "First  Consul,  the 
Cure  of  Saint  Sulpice,  and  a  lady  whose  name  J  cannot  decipher,  but  who  remains 
«  his  faithful  servant did  all  they  could,  without  result.  Finally  he  appealed 
to  Bonaparte  himself.  In  the  end  Bosschaert,  who  was  beginning  to  despair, 
received  in  Brussels  the  news  that  the  selection  was  completed.  Tie  started  for  Paris 
at  full  speed  and  was  shown  the  forty-three  pictures  reserved  for  his  gallery.  Bitter 
disapolntment !  With  the  exception  of  two  or  three,  they  were  merely  copies 
and  rubbish.  <jr  J  will  be  revenged  »,  wrote  Bosschaert  to  his  Prefect,  at  Bonaparte 
shall  feel  that  such  revolting  injustice  is  an  insult  to  himself,  since  it  tends  to  alienate 
the  affection  of  a  people  towards  whom  his  gifts  should  not  be  degraded  by  any 
taint  of  Derision  and  Treachery.  s> 

Betrayed  by  Chaptal,  the  minister,  and  by  the  Bruges  painter  Suvee,  who  was 
devoted  to  the  interests  of  Antwerp,  Bosschaert  recommenced  his  campaign,  and 
to  such  effect  that  finally  he  obtained  four  of  the  J{ubens  stolen  in  JJ94  : 
The  Adoration  of  the  Kings,  Saint  Francis  saving  the  "World,  the  Coronation 
of  the  Virgin,  and  the  Martyrdom  of  Saint  Lievin.  The  transport  was  difficult. 
Many  contractors  even  refused,  on  the  plea  that  they  could  not  get  through  the 
cities.  But  at  last  the  pictures  arrived  in  Brussels,  and  the  Gallery  was  inaugu- 
rated. The  catalogue  included  25i  numbers,  and  the  following  lines  refer  to 
the  early  masters  :  at  Certain  pictures  hardly  worth  exhibiting  are  included  as 
representing  the  first  efforts  of  an  art  long  and  difficult  to  learn  x>.  The  works  of 
the  early  masters  were  at  that  time  regarded  as  mere  curiosities. 

The  dream  of  Bosschaert  was  to  obtain  a  fresh  collection  from  Paris.  Jit  one 
moment  he  hoped  to  secure  for  Brussels  a  number  of  works  intended  for  T{ennes, 
and  which  had  not  left  the  "Louvre  in  1806.    His  efforts  were  in  vain.    He  con- 
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soled  himself  by  purchasing,  for  600  francs,  in  180^,  the  sketch  for  the  Triumph 
of  Prince  Frederic  Henry  of  Nassau,  by  Jordaens;  and  for  355  francs,  in  1810 
he  secured  the  Flemish  Kermesse  by  Yan  Thulden.  Better  still.  In  j8jj  the 
"French  Government  resolved  to  send  a  fresh  collection  to  Brussels;  thirty  one 
pictures;  among  them  the  Martyrdom  of  Saint  Mark  by  Tintoretto,  the  Proces- 
sions by  Sallaert,  Saint  Martin  curing  a  madman  by  Jordaens,  A  View  of 
Tournai  by  van  der  Meulen;  the  marvellous  Ceiling  by  Veronese  :  Juno 
showering  her  treasures  on  the  city  of  Venice;  and  the  Original  Sin  by  Albano. 
Bosschaert  immediately  published  a  new  catalogue,  containing  3o5  numbers,  of 
which  8/  were  early  masters. 

After  the  fall  of  J^apoleon,  the  "French  proposed  to  k^ep  what  remained  of  the 
treasures  <r  reaped  »  in  the  "Low  Countries.  Talleyrand  gave  orders  that  <r  not  a 
single  picture  was  to  be  given  up  except  under  compulsion  j>.  JVellington,  in  a 
personal  interview,  told  him  that  the  next  day  he  would  send  troops  to  take  the 
pictures.  Thereupon  Talleyrand  gave  way,  but  the  ill  will  of  the  curators  made 
the  removal  very  difficult.  Wellington  had  resolved  to  close  the  galleries, 
whereupon  the  Management  withdrew,  and  the  work  toas  carried  out  in  the 
presence  of  the  public.  Bosschaert  was  ill  and  could  not  go  to  Paris  to  super- 
intend the  return  of  our  masterpieces  (about  100  out  of  2jt  that  had  been  stolen). 
The  head  of  the  mission  sent  to  Paris,  «  to  claim  the  pictures  and  works  of  art 
belonging  to  the  Southern  provinces  of  the  J^ingdom  o  was  J.  Odevaere,  Court 
painter  to  H.  M.  the  K'^g  of  the  J\etherlands.  Bosschaert  died  just  at  the 
moment  that  his  gallery  was  enriched  by  the  Assumption,  Christ  on  the  Virgin's 
knees  (Pieta)  and  the  Ascent  to  Calvary,  all  by  J{ubens. 

Jlfterhis  death  (j8j3),  things  were  stagnant  for  a  long  time.  Merely  a  muni- 
cipal institution  until  1841,  the  Gallery  had  very  small  financial  ressources.  "Never- 
theless, in  t82j  the  managers  purchased  the  Abundance  by  Jordaens,  in  i83o 
the  portraits  of  Albert  and  Isabella  by  J^ubens,  in  j83^  the  Portrait  of  a  Man 
by  J^embrandt.  In  184),  when  the  fine  collection  of  the  Prince  of  Orange  was 
transferred  from  the  present  Palais  des  Jlcademies  of  the  "Hague,  the  City  of 
Brussels  presented  its  collections  to  the  State,  and  the  City  Gallery  became  the 
Belgian  "National  Gallery.  A  mere  change  of  title.  The  fund  was  miserably 
small,  purchases  were  rare — in  1844  a  few  early  masters,  among  them  the  Deposi- 
tion from  the  Cross,  attributed  to  Cristus  or  Bouts  11,  the  Holy  Family  by  van 
Cleve,  the  Assumption  by  Albrecht  Bouts;  in  1846  the  Satyr  and  the  Peasant 
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by  Jordaens,  the  Fall  of  the  Angels  hy  the  elder  Bruegel;  in  1848  the  Adoration 
of  the  Kings  hy  Gherardt  David  (purchased  as  a  work  by  Jan  van  Eyck). 
Towards  1860,  the  situation  improved.  M.  "Edouard  Tetis  was  at  work  on  his 
catalogue,  remarkable  for  the  period.  The  first  edition  appeared  in  j863  with 
36i  numbers,  increased  to  520  in  the  1882  edition.  Trom  j86o  to  j885,  works 
of  the  first  rank  were  added  to  the  existing  collection  :  Adan\  and  Eve  by  van 
Eyck  (i860),  the  Judgment  of  the  Emperor  Otho  by  Dierick  Bouts  (1861), 
William  Tell  and  the  Guild  of  Saint  Sebastian,  Antwerp,  hy  Biset  (1862),  the 
Gallant  Offering  by  Jan  Steen  (i865),  the  great  Kermesse  by  Teniers  and  the 
Trials  of  Job  by  van  Orley  (j86y),  the  Family  Group  hy  C.  de  Yos  and  the 
Portrait  of  Jan  Hoornebeek  hy  Trans  Hals  (j8yo),  the  Family  of  the  Virgin 
by  Cornelis  van  Coninxloo,  and  the  Last  Supper  by  JJlbrecht  Bouts  (i8y4),  the 
Legend  of  Saint  Anne  by  Quentin  Metsys  (]8y^),  the  View  of  Dordrecht  hy  van 
Goyen,  and  the  Ferry  by  Salomon  J{uysdael  (1881),  Saint_Sebastian  by  Memlinc 
(1884),  Dreamer  by  JSicolas  Maes  (i885).  Jls  a  result  of  these  numerous  and 
excellent  purchases,  space  became  limited  in  the  Old  Building.  Jt  was  decided  to 
transfer  the  collection  of  old  masters  to  the  Jlrt  Gallery  which  had  been  built 
J{ue  de  la  J{egence  on  the  plans  of  Alph.  Balat,  and  the  inauguration  of  our  «  Old 
Gallery  »  in  its  new  home  was  accomplished  on  the  26th  May  i88j. 

Since  that  date  more  than  200  pictures  have  been  added  to  the  collections,  some 
of  great  value.  Among  national  painters  we  have;  J{oger  van  der  TP^eyden, 
Deposition  from  the  Cross;  Bruegel  the  "Elder,  the  Numbering  at  Bethlehem; 
J{ubens,  the  Atalanta's  Chase,  Negroes'  Heads,  and  Sketch  for  the  Ceiling  of 
Whitehall,  the  Woman  taken  in  adultery,  and  Helene  Fourment;  van  Dyck, 
Portrait  of  Frznqois  Duquesnoy;  Jordaens,  Susanna  and  the  Elders,  Pan  and 
Syrinx,  The  King  drinks;  Snyders,  a  Garland  of  Fruit  and  Vegetables;  van 
Craesbeek,  the  Discussion;  Gonzales  Coques,  the  Duet.  Of  T^etherlands 
masters;  Master  of  Oultremont,  a  Triptych  of  the  Passion;  van  de  Capelle, 
Calm  Sea;  Jldriaen  van  Ostade,  a  Weaver  resting;  Hohbema,  the  Water  Mill; 
Paul  Potter,  the  Pig-sty;  Vermeer  of  Delft,  Man  in  a  hat.  And  further  : 
J{ibera,  Torture  of  Marsyas ;  Tiepolo,  the  Sacrifice  of  Polyxena;  the  Master 
of  Moulins,  Virgin  and  Angels.  Jn  j8^6,  on  the  suggestion  of  two  members  of  the 
managing  Committee  MM.  Ch.  L.  Cardon  and  A.  J.  Wauters  (the  author  of  the 
new  catalogue),  a  new  and  more  systematic  arrangement  was  decided  on,  based 
on  the  principle  of  grouping  according  to  schools,  and  governed  hy  the  interior 
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arrangements  of  Balat's  Gallery.  The  ground-floor  hall,  of  which  the  walls  are 
hung  with  Brussels  tapestries  of  the  XYJth  century  (by  A.  Leyniers,  it  is  believed), 
is  now  a  gallery  of  modern  sculpture  (from  the  XVJJth  to  the  XXth  century)  and 
we  find  Constantin  .Meunier  in  the  neighbourhood  of  the  most  delicious  Pajou  in 
the  world.  The  Gallery  was  building  from  iSyS  to  i885  and  was  originally  intended 
for  modern  exhibitions  and  concerts.  It  must  not  be  thought  that  its  successful 
use  for  its  present  purpose  was  due  to  the  dissatisfaction  of  living  painters.  It  is 
a  beautiful  gallery.  Balat  (1818-1881)  was  a  masterly  designer,  and  nothing  was 
unknown  to  him  concerning  classical  beauty  and  theory.  It  is  not  sufficient  to 
admire  the  material  of  the  four  Scotch  granite  columns  of  the  facade;  their 
graceful  form  would  have  won  the  applause  of  the  master-builders  of  the 
Higher  J{enaissance,  and  would  undoubtedly  have  earned  for  the  architect  the 
surname  of  Profilatore  (1). 

(1)  Cf.  Ch.  Plot,  Happorl  a  M.  le  JKinitfre  dt  nnlerieur  lur  lei  labltaux  tnlrvet  a  la  Vetgiqui  en  ly^^el  rettituei 
en  1 81 5.  Brussels  |883.  —  Ed.  Fetis,  Preface  du  Catalogue  deicriplif  el  hitlorique  du  Muie'e  royal  de  Bruxellei,  precede 
d'une  notice  hiilorique  lur  la  formation  el  let  accroiiiementi.  Bruxclles,  diverscs  editions.  —  J.  De  Mot,  Colleclionneurt 
el  collectioni  d'antiquei  en  'Belgique.  Bruxellcs,  1906. —  A. -J.  Wauttrs,  hti  colleclioni  de  tableaux  du  roi  del  Belgei. 
Bruxclles,  '909.  —  Du  mcme  :  Catalogue  hiilorique  el  deicriplif  del  tableaux  ancieni  du  Muiee  de  Bruxellei.  Diverscs 
editions.  —  Fierens-Gcvaert,  6uillaume-Jac<juei-Joieph  de  Boiicbaerl.  Journal  de  Bruxellei,  i3  scptembrc  et  j  octobre  1911 
d'apres  Ics  archives  du  Musce). 
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THE    CREATORS    OF    THE    FLEMISH  SCHOOL 

THE  BROTHERS  VAN  EYCK,  THE  MASTER  OF  MERODE,  ROGER  VAN  DER 
VEYDEN.  DIERICK  BOUTS,  THEIR  FOLLOWERS,  -^x^   ^n*^  -^n^ 

A  systematic  visit  to  the  Brussels  Gallery  should  commence  with  the  door- 
panels  of  the  Jlltar-piece  of  the  "Lamb  (pi.  i).  One  can  meditate  at  length 
on  the  character  of  Flemish  art  at  its  birth,  on  the  epic  power  of  the  brothers 
van  Eyck,  on  the  splendour  of  the  cities  where  such  immortal  masterpieces 
were  created.  One  side  of  these  panels  represents  Adam  and  Eve,  the  other 
a  Flemish  interior.  The  story  of  their  vicissitudes  constitutes  a  sad  chapter 
of  the  well-known  odyssey  of  the  famous  polyptych  by  the  brothers  van  Eyck. 
They  were  finally  ceded  to  the  Belgian  Government  by  the  Cathedral  of 
Ghent  in  i860,  and  the  Royal  Order  which  settled  the  conditions  of  the  sale, 
attributes  the  figures  of  Adam  and  Eve  to  Hubert  van  Eyck,  the  elder  of 
the  two  painters  of  the  altar-piece  of  the  Lamb.  In  most  modern  catalogues 
they  are  ascribed  to  Jan,  the  younger  brother  (born  between  i38o-i390, 
died  at  Bruges  in  1441 )  although  the  most  careful  criticism  is  always  reduced 
to  conjecture  as  to  the  respective  share  of  the  two  brothers  in  the  theologi- 
cal and  pictorial  poem  of  this  famous  altar-piece. 

The  polyptych  when  open  glorifies  the  Divine  Lamb,  symbol  of  the 
Redemption  of  Man,  and  exposes  the  supreme  dogma  of  Christianity. 
In  Ghent  cathedral,  in  the  chapel  of  Judocus  Vyt,  Adam  and  Eve  originally 
appeared  as  celestial  personnages,  next  to  the  beautiful  Angel  musicians  and 
singers  now  exiled  to  Berlin  with  other  panels  of  the  polyptych;  in  assigning 
them  this  position,  the  artist  recalled  the  divine  origin  of  humanity.  The 
small  grisailles  painted  above  the  two  figures  are  still  more  symbolic;  the 
Sacrifice  of  Cain  and  Jlbel  (panel  of  Adam),  announces  the  voluntary  sacrifice 


I 


of  the  Redeemer;  and  the  Murder  of  Jlhel  (panel  of  Eve)  reminds  us  that  the 
blood  of  man  shed  in  crime  can  only  be  washed'out  by  the  blood  of  God. 
Thus  the  whole  dogmatic  teaching  of  the  polyptych  of  the  Lamb  :  the  Origin 
and  Fall  of  Man,  the  Sacrifice  and  Triumph  of  Jesus  Christ,  is  summarised 
in  these  two  doors.  Here  too  some  of  the  essential  merits  of  the  composition 
and  style  of  the  van  Eycks  are  to  be  seen ;  the  Adam  and  Eve  show  the 
resources  of  an  art  precise  to  the  point  of  illusion.  By  pushing  their  achie- 
vement so  far  in  these  two  figures,  the  painters  obtained  for  ever  the 
prestige  of  having  led  art  into  new  channels  of  realism.  The  impression 
produced  by  this  close  study  of  nature  was  such  that  the  chapel  of  Judocus 
Vyt  was  at  once  baptised  ((the  Chapel  of  Adam  and  Eve)). 

The  reverse  side  of  the  Van  Eycks'  polyptych  foretells  the  universal 
glorification  of  the  Lamb,  by  the  presence  of  two  Sibyls  of  the  pagan  world, 
two  Jewish  Prophets,  the  archangel  Gabriel  announcing  the  Messiah  to  the 
Virgin,  and  the  two  Saint  Johns  placed  between  the  donors  Judocus  Vyt 
and  Isabella  Borluut.  The  reverse  of  the  Adam  and  Eve  panels  form  only  a 
small  portion  of  this  scheme;  they  represent  a  part  of  the  interior  where  the 
Annunciation  takes  place,  and  above  the  beamed  ceiling  of  the  room  are  the 
Sibyls  of  Cumac  and  Erythraea.  Perhaps,  in  these  Flemish  pythonesses, 
naively  orientalised,  we  see  the  work  of  some  pupil  of  Hubert  or  Jan;  the 
rest  of  the  reverse  is  due  to  one  of  the  two  masters.  These  painters  were 
incomparable  in  landscape  and  interiors. 

The  Adam  and  Eve  were  probably  painted  in  Bruges,  where  Jan  van  Eyck 
settled  in  1429  or  3o  (the  altar-piece  was  finished  in  1432),  and  the  two 
panels  bring  to  the  Gallery  a  reminder  of  the  splendour  of  the  Bruges  school 
of  the  XVth  and  XVI th  centuries,  which  from  Jan  van  Eyck  to  Pieter 
Pourbus,  passing  by  Petrus  Cristus,  Memlinc,  Gherardt  David,  Jan  Provoost, 
and  Lancelot  Blondeel,  did  not  include  a  single  painter  born  in  Bruges. 
Tournai,  the  old  episcopal  city,  had  a  school  of  sculpture  at  the  end  of 
the  XlVth  century,  and  a  school  of  painting,  ever  afterwards  noteworthy, 
at  the  commencement  of  the  XVth,  Robert  Campin  (probably  born  at 
Valenciennes,  settled  in  Tournai  about  1406,  died  j6  April  1444)  appears  to 
be  the  founder  of  this  school  at  Tournai,  and  some  critics  have  lately 
attempted  to  identify  him  with  the  great  anonymous  painter,  known  by  some 
as  the  Master  of  Merode,  and  by  others  as  the  Master  of  Flemalle.  Since 
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19 1  o  the  Brussels  Gallery  has  owned,  for  the  instruction  of  its  visitors  as  to 
the  art  of  the  Master  of  Merode,  an  Jlnnunciation  (pi.  2)  which  is  a  replica  of 
the  central  portion  of  the  triptych,  preserved  at  the  chateau  of  the  de 
Mdrode  family  (Westerloo)  the  work  whence  this  mysterious  but  nameless 
genius  derived  one  of  his  two  titles. 

In  reality,  those  who  only  know  the  Jlnnunciation  of  the  Brussels  Gallery 
cannot  know  the  great  technical  strength,  and  the  plastic  art,  rough,  but  so 
free,  so  attractive,  of  the  master  to  whom  have  been  restored  many  chefs 
J'oeuvre  formerly  attributed  to  Van  Eyck  or  Roger  van  der  Weyden.  Our 
Annunciation  was  repainted  without  discretion  before  it  entered  our  Gallery. 
Notwithstanding  the  damage  done,  and  in  spite  of  certain  differences  of 
decoration  from  its  prototype,  the  original  soul  of  the  great  master  dwells  in 
this  panel.  The  scene  is  defined,  localised  by  the  painting  of  the  room 
and  the  accessories,  and  the  Master  of  Mdrode  was  a  great  painter  of  the 
life  of  things,  as  great  as  the  two  van  Eycks.  Things  with  him  are  more 
familiar,  more  eloquent,  more  «  Walloon  »  so  to  speak,  although  this 
Tournai  (?)  master  has  many  germanic  characteristics.  But  what  German 
painter  of  the  XVth  century  possessed  his  sovereign  technique  ?  We  see  this 
here  and  there  in  the  Annunciation  of  the  Brussels  Gallery ;  the  robe  and 
the  wings  of  the  Angel  show  great  style;  the  image  of  Saint  Christopher  on 
the  chimney-hood,  the  broom  hanging  on  the  wall,  the  oriental  vase  on  the 
small  table  are  the  work  of  a  highly-skilled  hand.  The  restorers  have  also 
respected  the  brass  candlestick  on  which  the  wax  candle  has  wept  long  and 
slender  tears.  It  is  a  marvel,  a  signature,  and  a  proof  that  this  replica  comes 
from  the  studio  of  the  master. 

Robert  Campin  had  among  his  pupils  Jacques  Daret  (who  by  a  premature 
identification  with  the  Master  of  Mdrode  was  for  some  years  considered  as  a 
great  master)  and  Rogelet  de  la  Pasture,  celebrated  from  the  XVth  century 
under  his  Flemish  name  of  Roger  van  der  Weyden  (born  at  Tournai  1397, 
died  in  Brussels  June  18'''  1464).  Tv/o  Madonnas  in  the  Brussels  Gallery 
(pi.  3),  more  or  less  faithful  replicas  of  a  lost  original,  show  much  of 
the  tender  sweetness  which  the  great  Roger,  «  limner  »  to  the  city  of  Brussels, 
insignis  pictor  for  all  Christianity,  poured  out  on  such  works.  One  reveals, 
almost  unchanged,  the  captivating  mysticism  of  the  master;  the  other 
combines  the  sentiment  of  Van  der  Weyden  with  the  technical  precision  of 
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Dierick  Bouts.  Neither  of  these  works  came  from  Van  der  Weyden's 
studio;  but  they  show  the  influence  of  his  genius  on  the  school.  Roger  is  a 
great  mystic;  he  is  also  profoundly  and  dramatically  human,  and  these 
characteristics  are  shown  in  his  small  Deposition  from  the  Cross  (pi.  4)  where 
to  glorify  the  death  of  the  Saviour  and  to  clothe  the  sufferings  of  the 
Mother,  the  artist  adopts  a  symbolism  of  simple  and  vivid  colours.  But 
this  beautiful  blue  of  the  Virgin's  mantle,  this  purple  of  the  disciple's,  these 
mourning  robes  of  the  Magdalen,  this  glow  of  the  setting  sun  in  a  sky  of 
eternity,  are  forgotten  in  the  presence  of  the  sorrows  grouped  round  the 
rigid  Body  from  whose  side  the  blood  has  coagulated.  Is  it  possible  to 
realise  a  more  intimate  fusion  of  the  human  and  the  divine? 

We  know  that  Roger  van  der  Weyden  fed  the  inspiration  of  his  contem- 
poraries and  successors.  His  celebrated  chef-d'ceuvre,  the  "Deposition  from 
the  Cross,  in  the  Escorial,  so  often  copied  before  the  commencement  of  the 
XVI th  century,  is  recalled  twice  in  the  Brussels  Gallery  :  by  a  Head  of  a 
Weeping  Woman,  a  replica  of  one  of  the  holy  women  of  the  Escorial  altar- 
piece;  and  by  the  Swooning  Yirgin,  whose  eyes  closed  and  heavy  with  dramatic 
horror,  and  pale  lips  give  pathos  to  our  great  anonymous  Deposition  from 
the  Cross  (pi.  \o),  considered  by  many  as  the  masterpiece  of  Petrus 
Cristus  but  recently  attributed  to  Dierick  Bouts  II.  The  beauty  of  the 
landscape,  the  delicacy  of  character  in  the  heads  would  justify  the  attribution 
to  Cristus;  but  the  nobility  and  breadth  of  treatment  indicate  the  Louvain 
studios,  inspired  from  Harlem.  The  Deposition  from  the  Cross  of  the  Escorial 
was  over  the  altar  of  the  Arbaletriers  (crossbow-men)  at  Notre-Dame-hors- 
les-Murs  at  Louvain;  Roger's  Yirgin  has  been  reproduced  in  this  anony- 
mous Deposition,  very  probably  by  one  of  his  Louvain  admirers. 

The  Tonight  of  the  Jlrrow  (pi.  5)  which  was  long  and  with  some  probability 
taken  for  Charles  the  Bold,  and  in  which  the  strong  face  of  the  pale  young 
knight  is  set  against  a  blue  ground,  has  recently,  without  evidence,  been 
included  in  Roger's  catalogue.  Does  it  not  also  much  resemble  Dierick 
Bouts?  Shall  we  restore  to  Roger  the  admirable  little  Triptych  which  was 
for  a  time  attributed  to  his  Lombard  pupil  Zanetto  Bugatto,  and  the 
donors  wrongly  supposed  to  be  portraits  of  two  of  the  Sforzas  (pi.  6).  This 
jewel  is  a  puzzle,  and  a  most  beautiful  one.  The  Blood  of  the  Saviour  and 
the  tears  of  the  world  flow  in  an  atmosphere  of  triumphal  sweetness.  Roger 
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seems  to  have  inspired  the  expressions  of  Christ,  the  Virgin,  and  Saint 
John,  at  once  monastic  and  rugged,  but  graceful. 

In  Saint  Agnes  and  Saint  Barbara  on  one  of  the  panels  we  find  somewhat 
of  the  gentle  spirit  of  Memlinc.  The  work  comes  from  Italy,  and  if  the 
tall  lady  kneeling  in  the  foreground  is  not  Bianca  Visconti,  she  is  in  any  case 
a  «  gentil  donna  »,  an  Italian  princess,  as  witness  the  intricate  coils  of  her 
hair  and  the  jewelled  band  which  confines  it. 

The  teaching  and  example  of  Roger  are  reflected  in  a  series  of  paintings 
originally  in  the  Abbey  of  Afflighem  near  Brussels;  the  Joys  and  Sorrows  of 
the  Virgin,  and  the  Passion  (pi.  7)  which  were  successively  attributed  to  the 
master  himself,  then  to  his  son  Pieter  and  finally  to  his  grandson  Gossuin. 
On  one  of  the  panels  we  read  Te  Bruesele,  while  in  various  parts  of  these 
paintings  we  clearly  see  some  of  the  features  of  Cologne.  This  mingling 
of  Germany  and  Brabant  lent  itself  to  a  variety  of  hypotheses;  but  without 
result  as  to  the  identity  of  the  artist,  who  lived,  we  may  believe,  at  the  end 
of  the  XVth  and  commencement  of  the  XVIth  century. 

Dierick  Bouts  (born  at  Harlem  about  1400,  died  at  Louvain  in  «475), 
was,  with  van  Eyck,  the  Master  of  Merode  and  Roger  van  der  Weyden,  one 
of  the  group  of  great  painters  who  assured  the  glorious  future  of  the  Flemish 
School.  They  are,  in  certain  respects,  the  classics  of  our  quattrocento. 
Dierick  Bouts,  the  scrupulous  and  religious  portrait-painter  of  Louvain,  is 
represented  in  Brussels  by  two  of  his  chief  works  (pi.  8-9);  the  two  great 
panels  of  Justice  which  were  ordered  in  1468  by  the  magistrates  of  Louvain 
for  the  Town  Hall,  where  they  remained  for  35o  years.  These  two  great 
compositions  represent  the  Legend  of  Otho,  as  well  known  in  the  Middle 
Ages  as  the  history  of  the  stern  judge  Herkenbald,  the  subject  of  Roger's 
picture  of  Justice  in  the  Brussels  Town  Hall.  Jan  van  Haecht,  professor 
of  theology  at  the  University  of  Louvain,  suggested  the  subjects  to 
Dierick  Bouts  and  was  amply  praised  and  rewarded.  The  painter  died 
before  finishing  the  order,  and  the  latest  theories  attribute  the  termination 
of  the  powerful  Legend  to  his  eldest  son  Dierick  Bouts  II.  The  two  great 
pictures  do  not  at  first  appeal  to  the  eye  owing  to  the  lengthy  forms,  bony 
faces,  and  emaciated  bodies  of  all  the  figures.  But  essential  feeling  is 
eloquent  in  both  scenes;  types  of  exact  truth  are  immortalised,  and,  beneath 
a  placid  surface,  quite  unlike  Roger's  dramatic  expression,  a  clearer,  more 
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vivid  and  more  robust  sense  of  character  fixes  our  attention.  In  the 
first  picture,  the  emperor  Otho,  on  his  wife's  denunciation,  has  condemned 
an  innocent  man  to  be  beheaded.  Behind  the  wall  which  encloses  their  domain, 
the  accuser  and  her  husband  have  watched  the  execution.  In  the  centre  of 
the  picture  stands  the  executioner;  the  head  of  the  victim  lies  on  a  white 
cloth;  all  traces  of  suffering  have  disappeared  from  the  face,  and  on  the  features 
of  the  widow  indomitable  resolution  takes  the  place  of  sorrow  and  tears. 
Thus  the  second  scene  is  foretold  by  the  supreme  episode  of  the  first.  In  the 
second  panel,  the  widow  of  the  victim  undergoes  the  ordeal  of  hot  irons, 
and  demonstrates  the  innocence  of  her  husband.  Otho,  to  expiate  his 
injustice,  orders  the  Empress  to  be  burnt.  The  Emperor,  irresolute,  kindly, 
and  remorseful,  forms  a  striking  contrast  with  the  energetic  woman  kneeling 
before  him.  The  courtiers  and  knights  assembled  in  the  throne  room, 
betray  their  emotions  in  various  ways. 

To  the  second  son  of  Bouts  1 1 ,  Albrecht  Bouts,  (died  March  1 548)  are  attri- 
buted many  pictures,  so  various  as  to  be  absurd.  His  chief  work  is  the 
triptych,  the  Assumption  which  he  presented  to  the  chapel  of  Notre-Dame 
du-Petit-Choeur  behind  Saint-Pierre  at  Louvain,  wherein  he  appears  as  the 
donor  with  his  second  wife,  Elisabeth  de  Nausnydere,  and  an  old  man  who 
may  be  his  uncle,  H.  van  der  Bruggen.  This  triptych  is  in  the  Brussels 
Gallery  (pi.  1 1)  which  has  also  a  mediocre  copy  of  it,  in  which  the  donors 
are  suppressed,  and  the  three  parts  of  the  picture  occupy  but  one  panel. 
Other  paintings  of  less  importance, — a  Last  Supper,  Jesus  in  the  house  of 
Simon  the  Pharisee,  and  Saint  Jerome,  allow  us  to  appreciate,  in  the  Brussels 
Gallery  the  weaknesses  and  the  merits  of  this  son  of  a  faultless  painter. 

THE  GREAT  PRIMITIVES  OF  THE  END  OF  THE 
XVth  CENTURY 

HUGO  VAN  DER  GOES,  HANS  MEMLINC,  GHERARDT  DAVID  and  HIS  SCHOOL 

This  Louvain  school,  dominated  by  a  master  who  was  honesty  itself,  fell 
rapidly  from  the  heights  to  which  Dierick  Bouts  had  raised  it.  The  followers 
of  the  four  great  «  classics  »■— 1  use  the  term  in  the  sense  of  great  teachers— 
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must  have  found  their  inheritance  rather  embarrassing.  Painting  for  a  time 
declined,  till  an  admirable  master  lifted  it  once  more  to  the  heights,  and 
brightened  it  with  new  light :  Hugo  van  der  Goes  (born  in  Ghent?  about  1445, 
died  at  the  convent  of  Rouge-Cloitre,  near  Brussels  in  1482).  To  restore 
the  technical  qualities  of  the  great  founders  of  the  Flemish  school,  was  a 
superhuman  task,  and  perhaps  beyond  the  physical  powers  of  Hugo  van  der 
Goes.  In  any  case  he  died  insane.  Nevertheless  his  art — like  that  of  the 
brothers  van  Eyck,  Roger,  Cristus — often  verging  on  miniature  painting,  had 
the  charm  of  minute  work.  It  is  believed  that  we  possess  one  of  his  pictures 
In  Brussels,  a  Jioly  Tamily  (pi.  1  2)  a  group  of  small  figures  against  a  clear  sky, 
with  a  slender  tree  in  the  background.  The  technique  is  a  little  cold,  but 
so  strong  and  sure!  And  beside  the  small  celestial  personages  whose  «  peaceful 
objectivity  »  recalls  the  ideal  of  the  van  Eycks,  the  figure  of  the  monk  in 
prayer,  so  individual,  sincere,  and  humble,  allows  us  to  see  his  human  soul. 

Hans  Memlinc  (born  at  Mdmling  or  MUmling,  near  Mayence,  about  1430, 
died  at  Bruges,  1494)  remembered  the  teaching  of  all  the  great  Flemish 
masters  of  the  XVth  century.  His  instinct  tended  towards  the  eclectic 
harmonies.  And  he  certainly  made  personal  advance;  his  compositions  are 
more  rythmic,  his  flesh  more  supple  than  that  of  his  predecessors,  and  above 
all,  his  softness  is  etherealised  as  much  by  the  grace  of  the  mystic  faces, 
as  by  the  delightful  freshness  of  the  colouring.  A  little  conventionality 
in  the  landscapes,  a  visible  tendency  towards  prettiness,  are  the  penalty  of  so 
much  charm  and  a  singularly  refined  eclecticism.  Our  Saint  Sebastian  (pi.  i  3) 
painted  probably  for  a  guild  of  archers,  illustrates  the  first  steps  of  Memlinc 
in  Bruges.  The  ideal  of  Bouts  survives  here  and  at  the  same  time  the 
spirit  is  quite  different.  A  pretty  boat  sailing  on  an  azure  sea,  a  water-mill 
gracefully  posed  on  the  shore,  remind  us  of  the  picturesque  accessories  on 
the  J{eliquary  of  Saint  Ursula.  Besides  this  brilliant  Saint  Sebastian,  the 
Brussels  Gallery  contains,  by  Memlinc,  the  beautiful  portraits  of  Guiilaume 
JKoreel,  mayor  of  Bruges,  and  his  wife,  Barbara  de  Vlaenderberghe,  painted 
about  1475  (pi.  14)  and  contemporary  with  the  Mystic  Marriage  of  Saint 
Catherine  of  the  Gallery  of  St.  John's  Hospital.  They  are  among  the  most 
sober  and  profound  examples  of  the  master. 

Guiilaume  Moreel,  descended  from  a  Savoyard  family,  the  Morelli,  was 
sent  to  prison  for  having  defended  the  privileges  of  Bruges  against  the  French 
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and  Maximilian.  He  belonged  to  the  Grocers'  Guild,  which  included 
more  than  one  patron,  friend,  or  at  least,  admirer  of  Memlinc,  who  painted 
for  Guillaume  Moreel  a  work  of  celestial  expression;  the  triptych  of 
Saint  Christopher,  in  the  Bruges  City  Museum.  On  the  panels  are  kneeling 
Moreel,  his  wife  and  their  sixteen  children.  The  civic  virtues  of  the  magi- 
strates of  Bruges,  the  moral  strength  of  the  city-fathers — what  lessons  may 
we  not  read  and  learn  in  this  portrait  of  Guillaume  Moreel ! 

With  less  brilliancy,  more  steady  gravity  and  an  ingenuousness  bordering 
on  miracle  at  the  moment  when  Italianism  appeared  in  our  art,  the  ideal  of 
Memlinc  was  upheld  by  Gherardt  David  (born  at  Oudewater,  South  Holland, 
about  1460,  died  at  Bruges  i5  April  iSaS).  He  too  was  an  eclectic;  he 
studied  and  copied  van  Eyck,  Roger,  van  der  Goes,  Memlinc;  he  also  spiri- 
tualised his  impressions,  he  too  was  a  painter  of  soul.  And  this  soul,  as  with 
Memlinc,  is  the  eloquent  and  tender  soul  which  belongs  to  Bruges,  to 
that  Bruges  on  which  Gherardt  David  discerned  the  shadows  of  the  end. 
This  Master  «  Gheraert  »  figures  in  the  Brussels  catalogue  with  an  Jldoration 
of  the  Kings  (pi.  i5)  Tind^iMadonna  and  Child  {p\.  i6).  It  was  long  believed 
that  the  first  picture  was  by  Jan  van  Eyck. 

The  painters  of  the  Ghent  altar-piece  did  not  deal  with  the  picturesque  sub- 
ject of  the  JVativity  on  which  Roger  and  the  Master  of  Merode  espended 
their  capacity  as  storytellers.  And  yet  the  Adoration  of  Gherardt  David  is 
full  of  that  sense  of  eternity  special  to  the  van  Eycks.  The  kneeling  king, 
on  whose  shoulders  a  mantle  lined  with  ermine  is  majestically  clasped,  breaths 
a  solemnity  beyond  all  time;  the  other,  who  kisses  the  tiny  hand  of  the  Infant 
with  infinite  respect,  reveals  more  human  sympathy.  The  defect  of  this 
admirable  work,  where  one  can  still  see  the  reflection  of  van  der  Goes'  method, 
is  perhaps  that  it  does  not  reveal  a  creative  soul.  But  what  wealth  of 
feeling  and  science!  The  competition  of  dealers  nearly  prevented  the 
purchase  by  the  Brussels  Gallery  of  this  Adoration  from  Bruges,  finally 
secured  for  twelve  thousand  francs.  Our  Madonna  (there  are  several  copies) 
is  a  charming  idyll  of  maternal  love,  localised  in  Bruges.  In  this  picture, 
the  holy  Child,  more  gracious  and  smiling  even  than  with  Memlinc,  is  far 
removed  from  the  creations  of  Jan  van  Eyck.  He  does  not  show  that  air  of 
divinity,  and  is  so  preoccupied  with  earthly  pleasures  as  to  appear  to  wish 
to  lick  the  spoon  in  his  bowl  of  milk  !    The  beauty  of  Bruges  is  varied  here 
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by  the  introduction  of  a  landscape  with  a  small  blue  pond — almost  the  Lovers' 
Lake— with  many  swans,  and  on  the  bank  a  delicious  gabled  house  guarded 
by  solemn  trees,  a  hortus  conclusus. 

Of  the  numerous  pupils  of  Gherardt  David  there  are  two  special  examples 
in  Brussels;  Ambrosius  Benson  and  Adriaen  Ysembrant.  This  latter  (Isem- 
brant,  Isenbrantor  Hysenbrant,  native  of  Harlem,  settled  in  Bruges  before 
i5)o  and  died  there  in  i55i)  is  considered  as  the  painter  of  the  panel  where 
we  see  arranged  in  regular  files  the  Mayor,  Jooris  van  de  Velde,  his  wife 
Barbara  de  la  Meere,  their  nine  sons  and  eight  daughters  (the  reverse  is  in 
grisaille).  The  city-fathers  of  Bruges  were  not  responsable  for  the  depo- 
pulation of  the  artistic  capital  of  Flanders!  Our  panel  is  only  the  half  of 
a  diptych  dedicated  by  Barbara  de  la  Meere  to  Our  Lady  of  the  Seven 
Sorrows.  The  other  wing  is  in  the  church  of  Our  Lady  in  Bruges.  It 
represents  the  Virgin  divinely  dreamy,  lovely  enough  to  inspire  a  poet. 

To  whom  may  we  attribute,  if  not  to  the  studio  of  Memlinc  or  of  Gherardt 
David,  an  alter-piece,  rather  monotonous,  but  harmonious  and  graceful,  which 
glorifies  the  Virgin  among  Yirgins  (pi.  17).  It  may  have  been  painted  in  1489 
for  the  Bruges  Confraternity  of  the  Three  Saints — (Catherine,  Barbara  and 
the  Magdalen)  which  had  its  altar  in  Notre-Dame.  It  is  a  large  and  beau- 
tiful devotional  picture,  which  treats,  but  with  less  soul  and  less  power,  the 
subject  immortalised  later  by  Gherardt  David  in  his  masterpiece  at  Rouen. 
The  female  figures  have  all  a  nose  of  the  same  rather  heavy  type;  the  facial 
lines  have  little  distinction  excepting  in  the  Virgin  and  Saint  Agnes,  both 
nearly  related  to  the  models  of  Memlinc.  No  painter  has  been  suggested  for 
this  calm  scene,  beautifully  composed  against  a  back-ground  of  flowering 
rose  trees,  autumnal  vines,  and  an  urban  landscape. 

We  cannot  omit  Jan  Prevost  (or  Johan  Provoost,  born  at  Mons  1468, 
died  at  Bruges  1529)  from  Gherardt  David's  disciples.  This  Walloon 
studied  at  Antwerp,  imbibed  the  new  ideas  originated  by  Metsys,  approved 
the  new  Italianism,  to  which  Gherardt  had  not  remained  insensible,  and  in 
general  feebly  represented  the  spirit  of  the  masters  who  lived  before  him 
in  Bruges  :  Memlinc  and  Gherardt  David.  Certain  types  of  this  latter  are 
however  discernible  in  the  centre  panel  of  the  Triptych  of  Adam  van  J{iebeke 
(pi.  18)  among  the  crowd  who  are  gazing  at  Saint  Anthony  of  Padua  and 
Saint  Bonaventura.    The  complicated  architecture,  and  a  wish  to  enliven  the 
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composition  by  varying  the  action,  point  to  a  new  esthetic.  This  had  fully 
triumphed  when  P.  Pourbus — «  the  Jast  Bruges  painter  »— painted  the  side 
panels.  It  should  however  be  honestly  said,  that  the  attribution  of  the 
central  panel  to  Jan  Prevost  and  the  wings  to  Pourbus  is  hypothetical,  but 
probably  well  founded. 


THE  DAWN  OF  ITALIANISM 

JAN  GOSSART,  JEAN  BELLEGAMBE,  QUENTIN  METSYS  AND  HIS  SCHOOL, 
JOSSE  VAN  CLEVE,  THE  FIRST  LANDSCAPE  PAINTERS.  PATINIR  AND  BLES. 

The  first  quarter  of  the  XVI th  century  produced  many  marked  and 
ill-appreciated  painters.  Gossart  (born  about  1470  at  Maubeuge,  died  it  is 
believed  at  Middleburg  between  j533  and  j535)  is  in  the  first  rank.  His 
fertility,  the  variety  of  styles  he  attempts,  the  disturbing  influence  in  his 
time  of  an  invading  italianism,  could  not  affect  the  infallible  technique  which 
astonished  his  contemporaries.  Gossart  does  not,  like  these  masters,  plunge 
us  into  a  religious  infinity.  Although  he  travelled  in  Italy  (i5o8)  and 
created  finally  in  his  architecture  a  kind  of  Bramantesque  renaissance, 
studying  the  engravings  of  Jacopo  dei  Barbari,  and  suggesting  in  his  por- 
traits the  influence  of  Leonardo,  he  still  remains  the  faithful  descendant  of  our 
Quattrocentists;  perhaps  Metsys  and  van  Orley  belong  even  more  than  he  to 
the  new  era.  Still  everybody  knows  that  Mabuse  is  held  responsible  by 
history  for  the  triumphs  of  the  southern  element  in  art.  The  Brussels 
Gallery  does  not  enable  us  to  realise  the  full  strength  of  this  master. 
The  panel  Jldam  and  "Eve  (pi.  20)  is  only  a  second-rate  replica  of  that 
at  Hampton  Court,  the  Madonna,  on  a  red  marbled  background  (supposed 
to  be  a  portrait  of  Anne  de  Berghes,  wife  of  Gossart's  second  patron, 
Adolphe  de  Bourgogne)  is  of  refined  modelling,  and  the  technique  in  the 
jewels  of  the  headdress  and  the  filigree  of  the  gold  lace  is  most  delicate,  but 
it  is  a  small  work.  The  great  portrait  painter  is  only  revealed  in  two 
excellent  heads;  a  Tonight  of  the  Golden  Tleece  (pi.  19)  his  young  face  standing 
out  well  on  a  black  enamel-like  background,  in  the  Lombard  style,  and  a 
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Man  holding  a  purse,  some  rich  tradesman  marked  by  a  very  German  look  of 
honesty  and  wealth.  Next  to  Jan  Gossart  but  lower  in  esthetic  quality, 
comes  a  Fleming  from  France,  Jean  Bellegambe  (born  at  Tournai  about  1467, 
died  about  i535)  whose  reminiscences  of  Memlinc,  Gossart  and  even  Metsys 
mingle  with  the  decorative  luxury  of  the  first  days  of  Italianism.  The  Madonna 
(pi.  20)  attributed  to  him,  is  charming  in  spite  of  a  too  pretty  face,  and  we  see 
already  something  of  the  French  Pompadour  style  in  the  small  eyes  and  mouth, 
the  rounded  bodice,  the  affected  and  gracious  mannerism,  the  capricious 

curves  of  the  royal  canopy  

Jan  Gossart  still  belonged  to  the  Bruges  school,  at  any  rate  in  his  early 
period.  But  the  queen  of  Flemish  cities  lost  its  artistic  hegemony  in  the 
XVI th  century.  Antwerp  replaced  Bruges  in  the  commercial  world,  and 
Quentin  Metsys,  its  first  great  artist  (born  at  Louvain  1466,  died  in  Antwerp 
i53o)  is  a  perfect  illustration  of  the  new  spirit,  as  can  be  seen  in  the  Brussels 
Gallery.  An  attractive  problem  for  specialists  is  to  decide  whether  our 
Yirgin,  clothed  in  red  and  emblazoned  with  the  arms  of  Louvain,  is  a  work 
of  the  master's  youth,  as  also  the  charming  replica  (pi.  2j);  it  is  a  point 
worthy  of  research  whether  our  Yirgin  of  the  Seven  Sorrows,  marked  with 
the  arms  of  the  guild  of  Saint  Luke  of  Antwerp,  is  by  Metsys, 
and  to  be  regarded  as  the  same  which  decorated  the  hall  of  the  said  guild; 
but  the  Legend  of  Saint  Jlnne  (pi.  22,  23,  24)  is  an  incomparable  subject  of 
meditation,  the  culmination  of  our  religious  sensibility  and  of  our  artistic 
progress  at  the  commencement  of  the  new  century.  The  work  was  ordered 
by  the  brotherhood  of  St.  Anne  of  Louvain  for  the  church  of  St.  Peter  in  1 507; 
removed  by  the  French  commissioners  in  1794,  it  was  restored  to  St.  Peter's 
in  1 8 1  5,  and  purchased  by  the  Belgian  Government  in  1 879.  Some  may  prefer 
the  Deposition  from  the  Cross  at  Antwerp,  with  its  colours  intact;  it  stirs  us  to 
emotion  and  admiration  in  an  equal  degree.  If  the  great  soul  of  Roger 
survives  in  the  sublime  Antwerp  composition,  the  powerful  individualism  of 
van  der  Goes  reappears  in  the  masculine  types  of  the  Legend.  How  the  painter 
of  Rouge-Cloitre  would  have  rejoiced  in  the  passionate  glow,  so  homely, 
so  free,  so  earnest,  with  which  Joachim — of  the  race  of  shepherds 
painted  by  Brother  Hugo— receives  from  the  Angel  the  assurance  of  a  pos- 
terity! How  he  would  have  thrilled  before  this  Saint  Anne  on  her  death 
bed,  pallid,  but  already  transfigured  by  the  beatitude  of  eternity,  like  the 
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dead  Virgin  painted  by  Hugo,  in  the  midst  of  the  apostles  distraught  with 
grief!  Does  not  the  austere  simplicity  of  a  Gherardt  David  betray  itself  in 
the  superterrestrial  faces  of  the  Virgin  and  Saint  Anne  seated  in  the  centre 
of  the  triptych?  But  the  sides  of  the  central  panel  arc  characterised 
by  a  secular  grace  imported  from  the  Italy  of  Francia  and  Luini ;  here  we 
see  the  exquisite  figures  of  Mary-Cleophas  and  Mary-Salome,  surrounded 
by  children.  Italy  is  here,  in  the  animated  landscape,  in  the  Renaissance 
architecture,  in  the  rythmic  balance  of  all  the  lines.  This  Legend  reflects 
the  past,  and  blends  Italy  and  contemporary  Flanders;  and  it  prepares  and 
anticipates  the  future.  Quentin  Metsys  is  the  Masaccio  of  the  Northern 
lyric  art  of  the  XVI  1th  century.  Rubens-like  magnificence  pervades  the 
reverse  of  the  panels  (pi.  24)  where  the  space  is  amply  filled  with  figures,  and 
the  gold  fringes  of  the  high  priests  forecast  the  pompous  episcopal  vestments 
of  Rubens.  But  what  an  amusing  observer  of  local  customs  is  shown  in  the 
panel  where  Joachim  and  Anne  give  their  goods  to  the  poor!  Look  at  the 
herald  who  reads  a  proclamation  to  the  people.  Jan  Mostaert  will  remember 
this  figure,  and  the  atmosphere  of  Antwerp  stamped  on  the  architecture, 
where  Metsys  wrote  his  signature  :  Quinte  Metsys  screef  dit  in  tSo^,  is  that 
in  which  our  modern  Antwerp  master,  Henry  Leys,  has  not  ceased  to  dream. 

Metsys  had  numerous  pupils.  His  sons  were  painters;  Cornelis,  of  land- 
scapes and  Jan  of  many  works  of  various  kinds.  There  are  two  pictures  in 
the  Brussels  Gallery,  Susanna  and  the  Elders  (pi.  25)  and  "Lot  and  his  daughters, 
which  tell  visitors  all  that  can  be  said  of  Jan  Metsys  (born  at  Antwerp  J  509, 
died  1575).  He  is  not  unfaithful  to  the  paternal  teaching;  he  shows  the 
same  contradictory  tendencies  without  the  serene  harmony  of  Quentin. 
The  Italianism  of  Jan  Metsys  is  more  aggressive  than  that  of  Quentin;  it 
is  more  ingenuous  or  less  self-conscious  in  other  followers  of  the  painter  of 
the  "Legend  of  Saint  Jlnne,  especially  in  the  Master  of  the  Death  of  Mary,  iden- 
tified with  Josse  van  der  Beke,  surnamed  van  Cleve  the  Elder  (born  at 
Cleves,  it  is  believed  about  1485,  died  at  Antwerp  in  1540).  He  travelled 
in  Italy,  but  his  rare  technique,  like  that  of  Gossart,  was  more  at  ease  with 
gothic  traditions,  and  full  of  charm.  There  are  various  pictures  of  his  in 
Brussels.  The  Madonna  and  Child  (pi.  26)  is  modelled  with  a  loving  hand, 
and  it  was  a  happy  idea  to  place  the  Child  dropping  asleep  in  the  arms  of 
this  pathetic  Virgin;  the  Holy  Family  (pi.  27)  presents  with  much  grace 


12 


various  aspects  and  forms  of  early  Italianism  ;  the  paradoxical  realism 
of  Saint  Joseph,  the  Luini-like  grace  of  the  Virgin,  the  Lombard  type  of  the 
Infant  Jesus, — always  asleep — and  a  fanciful  romantic  landscape  as  back- 
ground. And  the  figure  of  Saint  Anne  is  beautiful,  worthy  of  Metsys, 
ascetic,  humble,  but  dignified. 

Two  painters  closely  connected  with  the  first  Antwerp  school,  Joachim 
Patinir  and  Henri  de  Bles,  prepared  the  independant  development  of  land- 
scape. Joachim  Patinir  (born  at  Dinant  1485,  died  at  Antwerp  October  5th 
J  524)  was  a  great  master  who,  we  believe,  admired  the  landscape  of  Gherardt 
David,  collaborated  with  Quentin  Metsys,  and  infused  into  his  complex 
panoramas  a  poetic  feeling  which  influenced  Flemish  painting  for  nearly  a 
century.  It  is  among  the  disciples  of  the  great  Dinant  master  that  we  must 
place  the  painter  of  the  bold  and  strange  Temptation  of  Saint  Anthony  (pi.  28) 
which  the  old  catalogues  of  the  Brussels  Museum  attributed  to  Bles  (the 
same  subject  exists  in  the  Prado  of  Madrid  painted  by  Patinir  and  Metsys). 
No  critic  has  so  far  solved  the  obscure  enigma,  «  Herri  met  de  Bles  »  (born 
at  Bouvignes  about  1490,  died  about  i55o).  Nor  will  we  try  in  this  place 
to  pierce  the  shadows.  Called  ^et  de  "Bles  in  Flanders  owing  to  a  lock 
of  white  hair,  a  la  Houppe  in  France  for  the  same  reason,  Civetta  in  Italy 
because  in  many  of  his  pictures  he  painted  an  owl,  a  certain  Herri  or  Henri 
existed  whose  nicknames  were  popular  and  whose  works  much  appreciated. 
Is  this  Preaching  of  Saint  John  the  Baptist  (pi.  29)  by  him,  as  averred  by  the 
Brussels  catalogue?  The  work  does  not  fully  justify  the  admiration  of  all 
Italy  for  Civetta.  The  name  of  Blesius  has  heen  found  on  an  Jldoration  of 
the  K'"gs  in  the  Munich  Gallery,  a  work  in  which  the  romanticism  which 
Diirer  and  Gossart  infused  into  their  sacred  subjects  is  exaggerated.  Many 
artists  of  the  Antwerp  school,  Bles  among  them,  no  doubt,  painted  these 
Adorations,  with  gorgeous  kings,  impossible  negroes,  fantastic  and  splendid 
soldiers,  filled  in  with  unreal  ruins,  and  enlivened  by  cupids  and  grotesque 
ornament.  The  name  Pseudo-Bles  includes  at  least  two  or  three  artists  who 
treated  this  subject,  and  the  Brussels  Gallery  contains  a  triptych  (pi.  3o) 
which  is  a  good  example. 
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THE  FIRST   SIGNS   OF   ROMAN  INFLUENCE. 

BERNARD  VAN  ORLEY  AND  THE  BRUSSELS  SCHOOL.  CORNELIS 
VAN  CONINXLOO,  J.  C,  VERMEYEN,  THE  MASTER  OF  THE  LAST  SUPPER. 

While  the  original  inspiration  of  the  Bruges  school  died  out  after 
Gherardt  David,  and  the  Antwerp  school  rose  suddenly  to  the  heights  of 
sentiment  and  pictorial  life  under  Metsys,  the  Brussels  school,  inaugurated 
by  the  immortal  Roger,  recovered  life  and  vigour  under  Bernard  van  Orley 
(born  at  Brussels  1492  it  is  believed,  died  1542).  The  altar-piece  of /"/je 
Trials  of  Job  (pi.  3i,  32)  is  a  brilliant  work,  painted  by  van  Orley  for 
Margaret  of  Austria,  Governess  of  the  Netherlands,  who  presented  it  to  her 
favourite  minister  Count  Antoine  de  Lalaing.  How  many  details  here  speak 
to  us  of  Italy!  The  architecture  and  the  decorations — as  of  a  youthful 
Bramante — the  Triumph  a  la  Mantegna  on  the  basement  of  the  house 
of  the  Rich  Man;  the  alpine  scenery  where  Job's  flocks  wander,  and, 
above  all,  the  ample  forms,  full  and  absolutely  real,  of  the  figures. 
Flemish  art  has  broken  with  the  asceticism  of  the  XVth  century.  Here  it 
becomes  enamoured  of  Man,  free  and  flourishing,  as  glorified  by  the  thoughtful 
artists  of  the  Roman  Renaissance.  Taine  was  to  make  a  hero  of  him;  van 
Orley  prepared  the  way.  The  frightened  persons,  foreshortened  in  the 
centre  panel  of  this  altar-piece  (the  excentricities  of  a  youthful  Italianism, 
associated,  it  would  appear,  with  reminiscences  of  the  Heliodorus)  as  well  as  the 
Michaelangelesque  wretch  curled  up  among  the  demons  (panel  of  the  Wricked 
J{ich  Man)  show  clearly  a  new  sense  of  the  human  form,  ample,  strong  and 
answering  to  the  varied  play  of  physical  movements.  This  is  the  true  origi- 
nality of  the  Brussels  artist.  It  does  not  efface  the  local  accent  apparent  in 
certain  scenes  (almost  genre  pictures)  and  is  not  less  apparent  in  the  strong 
technique.  This  combines  a  close  and  anxious  study  of  the  faces  with  a  bold 
and  vigourous  handling  of  the  draperies.  As  a  concession  to  a  growing  fancy 
of  the  period,  the  materials  are  often  coloured  like  a  rainbow,  as  seen  in  the 
man  fleeing  desperately,  to  the  left  of  Job's  palace. 
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The  feeling  for  classic  form  is  still  more  marked  by  van  Orley  in  the 
learned  and  eloquent  centre  panel  of  the  triptych  of  the  Hanneton  family, 
Christ  mourned  by  the  holy  TVomen  (pi.  33).  The  Flemish  ascendancy  is  not 
rejected,  but  the  teaching  of  Leonardo  and  Bellini  is  strongly  marked,  and  it 
is  easy  to  divine  that  Roman  teaching  (to  which  Orley  had  pledged  himself 
still  more  deeply  in  his  J^ast  Judgment,  Antwerp)  must  soon  triumph  over  the 
eclecticism  of  our  early  Italianisers.  As  a  portrait -painter  he  remains 
very  northern  in  the  remarkable  studies — especially  of  the  men — of  the 
Hanneton  family.  1  do  not  think  however,  that  van  Orley  as  a  portrait-painter, 
and  with  official  commissions,  is  equal  to  Gossart.  His  Doctor  of  Zelle  (pi. 34) 
is  a  jewel  of  technique;  that  is  much,  but  nothing  else  can  be  said.  The  Old 
Secretary  (pi.  35)  is  full  of  intimate  realism.  (The  great  technical  affinities 
with  other  portraits  by  van  Orley,  especially  the  «  stippled  »  manner  of  flesh 
painting,  amply  justifies,  in  our  opinion,  the  attribution  of  this  last  picture 
to  that  master.)  Some  contemporaries  and  rivals  of  Bernard  van  Orley 
complete  our  knowledge  of  the  action  and  reaction  of  the  southern  currents 
in  the  first  half  of  the  XVlth  century. 

Cornelis  Schernier,  surnamed  van  Coninxloo  (born  no  doubt  at  Brussels, 
died  after  i558)  a  painter  of  varied  talents,  often  in  request  for  the  decorative 
work  of  Saint  Gudule,  is  represented  in  the  Brussels  Gallery  by  the  Family 
of  the  Virgin,  signed  and  dated  :  Cornelis  van  Coninxloo  Schernier  j526  (pi.  36). 
It  would  not  be  possible  to  find  work  more  reminiscent  of  that  of  the 
goldsmith.  The  throne  on  which  Anne  and  Joachim  are  seated  is  as  much 
the  production  of  a  metal-worker  as  of  a  painter.  We  recognise  in  this 
master  the  painter  of  the  JHalvagna  Triptych  in  the  Palermo  Museum.  We 
have  some  difficulty  in  recognising  in  him  the  painter  of  the  Triptych  of  the 
hegend  of  Mary  Magdalen  37),  which  the  abbot  Jean  Teugele  ordered 
for  the  abbey  of  the  Premontr^s  of  Dilighem  nearBrussels  in  1537.  The 
work  is  one  of  the  most  attractive  enigmas  of  our  Museum.  It  was  be- 
lieved to  be  by  Gossart,  then  said  to  be  the  masterpiece  of  Blesius,  and 
finally  the  name  of  Cornelis  van  Coninxloo  was  suggested;  but  perhaps  we 
shall  even  now  be  obliged  to  turn  to  those  two  or  three  painters  of  sacred 
subjects  known  as  the  Pseudo-Bles. 

Jan  Cornelis  Vermeyen  (born  at  Beverwyck-Harlem  in  1 5oo,  died  at 
Brussels  ^55^),  painter  to  Charles  V,  is  not  less  unable  to  create  harmo- 
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niously  animated  human  beings— if  it  is  true  that  he  is  the  painter  of  the 
triptych  known  as  the  Micault  triptych.  The  centre  panel  is  the  T^esurrection 
of  Lazarus  (p).  38);  it  is  characterised  by  a  touching  aspiration  towards 
greater  anatomical  truth;  but  it  also  shows  uncommon  awkwardness.  The 
Gallery  does  not  possess  a  more  artlessly  ugly  work  than  this  J{esurrection 
or  one  which  brings  more  into  relief  the  failures  of  the  first  of  the  northerners 
who  found  themselves  confronted  with  the  neo-platonic  theories  of  the  Roman 
school.  But  what  a  compensation  are  the  portraits  of  the  Micaults  on  the 
wings!  Not  one  of  the  great  portrait-painters  of  the  XVlth  century — Mor, 
Pourbus,  Key  or  Lucidel  ever  did  better. — Pieter  Coecke  (born  at  Alost 
in  j5o2,  died  at  Brussels  )55o),  a  pupil  of  van  Orley,  architect,  glass- 
painter,  printer  and  writer,  a  disciple  of  Vitruvius  and  translator  of 
Serlio — is  also  an  honour  to  the  Brussels  school  of  this  period.  Perhaps 
we  may  attribute  to  him  the  series  of  Last  Suppers  of  which  Sir  Francis  Cook 
possesses  a  typical  example  and  the  Brussels  Gallery  an  excellent  replica 
dated  1 53 1 .  The  proofs  in  favour  of  this  theory  are  not  indisputable.  The 
Supper  at  Brussels  (pi.  39)  is  painted  with  extreme  care  and  with  effects  of  the 
brush  showing  a  knowledge  of  Lombardian  methods.  The  signs  of  local  art 
and  contemporaneous  influences,  so  easily  detected  in  our  earlier  Italianisers, 
are  not  visible  in  this  small  picture,  which  shows  a  strong  bias  towards  absolute 
classicism.  If  it  is  the  work  of  Pieter  Coecke,  it  is  evident  that  the  teaching 
of  van  Orley  bore  fruit. 

THE  "GENRE"  ART  OF  THE  XVlth  CENTURY 

JAN  DE  HEMESSEN,  PETER  HUYS,  PIETER  AERTSEN,  JOACHIM  DE 
BEUCKELAER,  PETER  BRUEGEL  THE   ELDER,    ^^n^    'T^n^  '^n^ 

A  comic  spirit  now  invades  Flemish  art,  with  Jerome  Bosch  (born  at  Bois- 
le-Duc  about  J45o,  died  i5i6)  whose  excentric  genius  is  represented  in  the 
Brussels  Gallery  only  by  a  school  copy  of  his  Temptation  of  Saint  .Anthony. 
A  whole  group  of  sons  of  the  soil  follow  :  Jan  van  Mandyn,  Peter  Huys, 
Jan  de  Hemessen,  Pieter  Aertsen,  Joachim  de  Beuckelaer  and  over  them  all 
towers  the  great  Bruegel  the  Elder.     Their  truculence,  their  gaiety,  and 
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ruthless  realism  were  a  direct  reaction  against  academic  formalism.  Strange 
to  say,  a  sort  of  home-sickness  for  the  land  of  Raphael  lies  dormant  in  all 
these  masters— certain  unexpected  Italian  reminiscences  betray  it  in  more 
than  one  of  their  works,  and  the  union  of  local  realism  with  foreign  classicism, 
sealed  later  on  by  the  great  genius  of  Rubens,  is  heralded  by  them  with 
heavy  awkwardness,  at  the  same  time  extremely  touching.  Jan  Sanders  sur- 
named  de  Hemessen  (born  about  i  5oo,  died  it  is  believed  at  Harlem  after 
iSyS)  entered  as  a  master  of  the  Antwerp  guild,  illustrates  this  dualism  in  his 
Prodigal  Son  (pi.  40)  painted  in  i536.  This  work  is  singularly  attractive 
among  those  of  the  painters  of  humour  in  the  Brussels  collection.  A  gay 
crowd  of  courtezans,  procuresses  and  musicians  welcome  the  prodigal  son 
under  a  colonnade,  decorated  after  the  manner  of  Raphael.  In  the  expres- 
sion, and  the  transparent  colouring,  the  artist  reminds  us  of  Quentin  Metsys — 
especially  the  Metsys  of  the  Ill-assorted  hovers  and  other  lost  genre  works.  In 
the  background  to  the  left  of  the  spectator,  are  small  figures,  less  local  in  style 
and  heavier  in  colour,  where  certain  critics  see  the  hand  of  an  assistant. 
Realistic  in  free  expression,  and  a  lively  caricaturist,  Jan  de  Hemessen  has  a 
rival  in  Peter  Huys  (dates  of  birth  and  death  unknown,  registered  in  the 
Antwerp  guild  in  \  S^S),  who  follows  Bosch  and  Metsys.  Some  attribute 
to  him  the  amusing  bagpipe  Player,  of  the  Brussels  Gallery  (pi.  41)  a  kind 
of  Eulenspiegel,  a  meagre  jester  who  is  accompanied  by  an  old  hag  in  a  mutch. 

Peter  Aertsen  —  lange  Pier  in  Flanders,  Pietro  lungo  in  Italian  (born  at 
Amsterdam  in  iSoy  or  i5o8,  died  in  that  city  in  tSyS)  lived  in  Antwerp,  and 
acquired  the  freedom  of  the  city,  married  there  and  had  as  pupil  his  nephew 
Joachim  de  Beuckelaer  ;  he  returned  later  to  his  native  city.  He  anticipated 
the  art  of  Jordaens  and  Snyders  in  his  stalwart  women  with  thick  muscles, 
painted  with  a  brilliant  brush,  displaying  magnificent  though  plebeian 
qualities.  Two  of  his  Cooks  are  in  the  Brussels  Gallery,  as  well  as  a  dis- 
cordant but  sincere  Jesus  in  the  house  of  Martha  and  Mary.  One  of  his 
princesses  of  the  oven— a  large  woman,  with  immense  ears,  and  the  jaw  of  a 
horse — stands  before  a  fireplace  vaguely  classic  in  design,  where  we  observe 
the  following  inscription  :  \5S^,  16°  Cal.  Jlug.  A  strainer  in  one  hand,  a 
spit  in  the  other,  the  lady  reigns  among  cabbages,  asparagus,  parsnips,  and 
jugs  (pi.  42).  The  impasto  is  thick  in  the  lights,  while  shadows  are  here  and 
there  indicated  by  hatchings,  a  technical  survival,  we  believe,  of  Metsys' 
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studio.  And  in  this  picture— anticipating  Jordacns — the  great  chimney  with 
its  triglyphs  flanked  by  immense  brackets  reminds  us  that  the  most  local 
painters  had  their  eyes  turned  towards  Italy. — Joachim  de  Beuckelaer  (born 
Antwerp  about  i53o,  died  in  the  same  town  in  i5y3),  nephew  and  pupil  of 
Peter  Aertsen,  painted  such  dresses  as  we  see  in  the  portraits  of  Antonio  Mor, 
and  landscapes  like  those  of  van  Dalem,  Beuckelaer  himself  contributing  the 
markets,  stalls  displaying  food  of  all  kinds  and  similar  subjects.  A  TowlMarket 
(1564),  a  T^itchen  Scene  (i565),  a  "Prodigal  Son  (pi.  43)  represent  him  in  the 
Brussels  Gallery.  The  rural  background  of  the  last  picture  has  an  indescri- 
bable hint  of  Venice,  but  the  figures  are  certainly  Flemish,  and  Beuckelaer 
had  no  reserve  in  recording  the  gallant  pleasures  of  his  century — which  are 
those  of  all  time. 

Pieter  Bruegel  the  Elder  is  the  presiding  genius  of  this  group  of  painters. 
He  was  born  in  the  Limburg  district,  in  the  village  of  Brogel  between 
1 520  and  1 525,  was  apprenticed  to  that  perfect  italianist  Pieter  Coecke, 
became  a  member  of  the  Antwerp  guild  about  1 53 1 ,  travelled  in  Italy  as  far  as 
the  Straits  of  Messina,  returned  to  Antwerp,  drew  for  the  engravers  of  the 
celebrated  shop  the  «  Quatre  Vents  »,  compositions  often  inspired  by  Bosch, 
and  then  took  up  painting.  He  settled  in  Brussels  where  he  died  September 
)5th  J  569.  Three  authentic  works  of  his  are  in  our  collection.  His  Talten 
Angels  (pi.  44)  is  allied  to  the  goblins  and  nightmares  of  Bosch,  a  wonderful 
melee  of  monsters  who  descend  from  the  zenith  and  become  obscure  as  they 
reach  the  depths  of  the  infernal  regions.  The  colour  is  vivid,  the  brush  work 
flat,  the  clean  curves  betray  the  engraver.  Saint  Michael,  slender  and  keen, 
is  a  magnificent  figure  relieved  with  gold.  The  Jldoration  of  the  Things  (pi.  45) 
painted  in  tempera  and  of  uncertain  date,  has  suffered  from  the  northern 
climate;  but  it  is  exceedingly  interesting.  We  never  tire  of  admiring  the 
animation  of  this  vast  scene,  the  variety  of  the  types,  the  expressions.  In  the 
TSumhering  at  Bethlehem  (pi.  46)  we  find  the  painter  of  the  Bible  for  peasants, 
the  sarcastic  interpreter  of  contemporary  life,  and  the  wonderful  observer 
of  rustic  scenes.  The  wealth  of  folklore  details  and  characters  in  action  is 
limitless.  We  see  the  soul  of  a  whole  past  of  humble  and  profound  life, 
the  heart  of  the  race  whence  sprang  for  centuries  the  health  of  the  land;  the 
songs  of  all  our  old  villages  vibrate  in  this  work — a  masterpiece  with  which 
no  folklore  museum  can  compete.    Is  it  Mary  preceded  by  Joseph  who 
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passes  on  the  mule  in  the  foreground?  Perhaps.  And  thus  no  doubt, 
without  any  show  of  tragedy,  the  Child  carefully  hidden  under  her  cloak,  would 
the  Mother  of  God  have  left  Bethlehem,  the  city  of  the  beautiful  Flemish 
Christmas,  the  little  hamlet  asleep  under  the  snow  of  the  rustic  gospel... 

A  replica  of  this  J\umbering,zt  once  bituminous  and  limpid,  is  placed  as  a  pen- 
dant to  this  fine  work;  it  is  by  Breughel  d'Enfer,  one  of  the  sons  of  the 
peasant  painter.  (The  father  used  to  sign  at  first  Brueghel,  then  Bruegel  ; 
his  sons  adopted  the  spelling  of  Breughel.)  The  imitator  appears  to  have 
copied  an  engraving.  A  pretty  picture,  closely  resembling  the  art  of  the 
elder  Bruegel,  and  full  of  delicious  details,  has  lately  been  added  to  the 
foregoing.  It  is  bright  and  fresh,  with  the  T  all  of  Icarus  [p\ .  ^-j)  zs  its  subject. 
Here  we  sec  one  of  those  sunny  sea-pieces  which  Breugel  drew  with  unri- 
valled skill.  This  ship  with  swelling  sails,  and  accurate  rigging  is  the  best 
part  of  the  new  acquisition;  as  to  Icarus,  we  must  imagine  him,  nothing  being 
visible  but  one  of  his  legs  in  the  air  close  to  the  lofty  vessel.  The  labourer, 
the  flocks  in  the  foreground,  the  transparent  estuary,  the  rose-tinted  islands, 
and  above  all,  the  proud  ship,  cause  us  to  forget  the  sad  end  of  this  mythical 
inventor  of  aviation. 


THE  FRENCH.  DUTCH  AND  GERMANS  OF  THE 
XVth  AND  XVlth  CENTURIES. 

THE  MASTER  OF  MOULINS,  JAN  MOSTAERT,  LUCAS  VAN  LEYDEN.  THE 
MASTER  OF  SAINT  BARTHOLOMEW,  THE  MASTER  OF  THE  VIRGINS 
FAMILY,  LUCAS  CRANACH.  "^vA.  'VnA^    '^nA-  '▼vA' 

On  the  eve  of  the  Rubens  epoch,  let  us  for  a  moment,  interrupt  our  pro- 
menade through  Flemish  art  to  study  certain  French,  Dutch  and  German 
works  of  the  XVth  and  XVIth  centuries.  It  is  really  here  that  we  recognise 
the  extent  to  which  the  classification  imposed  on  certain  early  masters  is 
irrational.  Why  should  not  Bellegambe  be  placed  among  the  «  French  »? 
On  the  other  hand,  the  Master  of  Moulins  or  of  the  Bourbons  (very 
probably  Jean  Perrial  surnamed  Jean  de  Paris,  mentioned  as  being  at  Lyons 
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from  1483  to  1529)  might,  with  the  Douai  painter,  be  included  among  the 
painters  of  the  Netherlands.  Though  he  knew  Italy  and  remembered  it,  he 
was  none  the  less  impressed  by  van  der  Goes.  We  recognise,  in  any  case,  that, 
like  the  most  French  among  Frenchmen  of  the  XVth  century— Jean  Fouquet 
and  Enguerrand  Charonton — the  Master  of  Moulins,  with  all  he  learnt  from 
North  and  South,  displayed  the  taste  for  serene  and  familiar  beauty  by 
which  the  genius  of  his  race  is  expressed.  His  realism  preserves  the  most 
perfect  moderation.  His  Virgin  of  the  Angels  in  the  Brussels  Gallery  (pi.  48) 
is  a  portrait  of  a  young  girl  of  the  middle-class,  idealised  very  artlessly  by 
her  natural  freshness,  grace  and  even  charm.  And  with  what  exquisite  hands, 
delicately  dimpled  and  real,  she  adores  the  Child! 

The  most  northern  among  the  artists  of  Holland  were  enthusiastic 
over  Italian  genius.  Jan  Mostaert  (born  at  Harlem  about  1475,  died  in  the 
same  town  in  1 555-6,  after  having  been  more  than  20  years  in  the  service  of 
Margaret  of  Austria  in  Brussels  and  Malines)  is  much  preoccupied  with 
the  display  of  his  southern  learning.  He  comes  from  the  Harlem  school, 
especially  of  Geertjen  tot  Sint  Jans,  imbues  himself  with  Quentin  Metsys, 
and  in  his  architectural  decorations,  introduces  the  fancies  of  a  reticent 
paganism.  No  point  of  his  personality  is  unknown  to  the  visitor  to  the 
Brussels  Gallery,  where  Jan  Mostaert  is  represented  by  two  wings  of  the 
triptych  :  Saint  Peter  with  the  donor.  Saint  Paul  with  the  donor's  wife;  the 
Tonight  of  the  J{osary  (which  was  formerly  thought  to  represent  the  artist 
himself) ;  and  the  triptych  of  the  Passion,  an  exquisite  work,  purchased  from 
the  heirs  of  Count  Florent  d'Oultremont  de  Warfuzee,  whence  the  name 
Master  of  Oultremont,  given  to  the  painter  before  he  was,  very  plausibly, 
identified  with  J .  Mostaert.  With  a  brush  of  brillant  originality,  and  a  distin- 
guished gift  for  learned  composition  and  refined  feeling  (he  was  of  aristocratic 
birth)  he  only  needed  a  little  more  emotion  to  rise  to  the  height  of  a  Metsys. 
The  figures  in  the  centre  panel  of  his  Passion  (pi.  49)  remind  us  of  the  action 
and  grouping  of  van  der  Weyden ;  but  they  do  not  grieve  with  their  grief. 
On  the  other  hand,  no  truer  observation  can  be  imagined  of  the  exterior 
aspect  of  men  and  things. 

An  animal  painter  of  the  line  of  Pisanello  has  painted  rare  animals 
and  birds,  on  the  terrace  where  the  Tonight  of  the  J{osary  is  lost  in 
thought  (pi.  5i)  and  on  the  wing  with  the  female  donor  which  shows  the 


20 


Vision  of  Damascus.  The  masters  of  the  XVth  century  could  not  better 
depict  the  draperies,  precious  stones  and  furs  of  short  and  soft  hair. 
A  genius  for  accessories,  the  artist  especially  distinguishes  himself  by  a  pecu- 
liar predilection  for  grey  leather  gloves  soiled  by  wear.  The  J{night  of  the 
J{osary,  the  Saint  Catherine  on  the  back  of  the  d'Oultremont  triptych  wear 
these  gloves,  which  the  painter  elaborates  with  their  gloss,  their  faded  hue 
and  their  loss  of  shape.  The  luxury  of  the  new  decorative  style  must  have 
enchanted  this  dilettante  painter.  He  loves  the  foliaged  columns  above  which 
amorini  uncoil  Mantegna-like  garlands;  he  multiplies  the  Medicean  medallions, 
places  a  nude  statue  over  the  «  Ecce  homo  n,  and  piles  up  terraces  and 
Venetian  balconies  behind  the  J^night  of  the  J{osary.  What  can  we  say  of 
his  colouring  ?  He  keeps  it  in  a  light  key,  delicately  introduces  neutral 
tones  between  his  reds,  his  favourite  and  varied  greens,  and  does  not  hesitate 
to  use  Gothic  golds.  A  glance  shows  us  his  mastery.  We  may  add  that  two 
large  panels  representing  episodes  in  the  life  of  Saint  Benedict  (the  Miracle 
and  the  Meal  of  Saint  Benedict  with  the  priest  of  Monte  Preclaro  were  formerly 
included  in  the  motley  list  of  works  ascribed  Mostaert. 

Lucas  van  Leyden  (born  at  Leyden  1494,  died  in  i533),  was,  more  than 
Mostaert,  and  equally  with  Metsys,  a  connecting  link  between  the  realistic 
tendencies  of  the  Northern  masters  and  the  style  which  was  now  fast  making 
its  way.  He  admired  Gossart,  van  Orley  and  still  more  Diirer;  from  his 
master  Engelbrechtsz  he  derived  a  taste  for  brilliant  colouring  losing  itself  in 
delicate  shades  ;  he  adopted  refinements  unknown  till  then  for  toning  down 
even  the  brightest  colours  to  the  most  subtle  hues.  His  Temptation  of  Saint 
Jlnthony,  initialled  and  dated  i5ii,  a  youthful  work,  recently  acquired  by 
the  Gallery  (pi.  Si)  reveals  all  the  originality  of  the  colourist ;  and  the  Bosch- 
like demon  with  a  frog's  body,  red  hood  and  iridescent  claws  moving  towards 
the  cenobite,  on  whose  yellow  robe  a  brilliant  coloured  butterfly  has  just 
settled,  is  the  painter's  sufficient  signature. 

• 
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We  will  not  attempt  to  sketch  the  general  character  of  German  painting 
in  the  XVth  and  XVIth  centuries;  the  examples  in  the  Brussels  Gallery  are 
not  sufficient  in  number,  though  some  of  them  are  very  remarkable.  It  has 
been  justly  observed  that  the  German  school  is  rich  in  works  and  poor  in 
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names.  The  ingenuity  of  the  learned  has  been  expended  on  the  number- 
less anonymous  altar-pieces,  and  many  tentative  ascriptions  have  been  made. 
The  Brussels  Gallery  possesses  works  attributed  to  the  Master  of  the  Life  of 
the  Virgin  (Meister  des  Marienlehens),  to  the  Master  of  Saint  Bartholemew 
(Meister  des  heiligen  Bartholamdus),  to  the  Master  of  the  Virgin's  Family 
(Meister  der  Sippe  der  heiligen  Jungfrau).  All  three  belong  to  the  Cologne 
school,  which  abandoned  its  ancient  traditions  of  idealism  to  adopt  the  more 
realistic  practice  of  Flanders.  The  Master  of  Saint  Bartholemew  is  credited 
with  the  Marriage  of  Cana  (pi.  53)  in  which  clear  and  attractive  colouring  is 
harmonised  with  great  delicacy.  The  cup  bearer  at  the  side — is  it  the  painter 
himself? — is  evidently  a  life-like  portrait.  The  work  must  be  one  of  the 
master's  early  productions.  The  great  Crucifixion  (pi.  54)  by  the  Master  of 
the  Holy  Kinship  (der  heiligen  Sippe)  (who  worked  in  Cologne  between  1485 
and  i52o)  shows  Flemish  influence;  bearded  personages  from  the  pictures 
of  Gherardt  David,  falconers  and  pages  borrowed  from  Jan  Prevost.  The 
swooning  Virgin  is  inspired  by  Quentin  Metsys,  fantastic  scenes  after  Bosch 
fill  the  background  on  the  left;  in  the  Christ  Roger's  asceticism  is  visible,  and 
the  whole  is  an  almost  riotous  confusion  of  bright  colours.  A  realism  entirely 
sincere — such  as  the  Flemish  rarely  achieved — gives  a  stamp  of  originality 
to  this  work,  of  which  the  smallest  details  have  a  German  accent. 

Lucas  Cranach  (born  at  Kronach  1472,  died  in  W^eimar  j553)  represents 
the  school  of  Franconia,  and  his  works  in  the  Brussels  Gallery  leave  almost 
nothing  to  learn  about  him.  As  a  portrait-painter  he  is  seen  in  a  work  of 
rare  precision  ;  the  Doctor  Scheuring  (1 519),  with  a  dry  skin  and  lank  hair,  on 
whose  face  the  race  and  the  man  are  depicted  with  a  brush  having  the  inci- 
siveness  of  a  graving  tool  (pi.  55).  The  two  large  figures  of  Adam  and  "Eve 
(pi. 56)  with  their  elegant  modelling,  recall  the  prodigality  with  which  Cranach 
painted  nude  subjects,  biblical,  antique  and  mythological.  There  is  no  diffi- 
culty in  recognising  the  same  models,  and  the  unicorn  which  accompanies  Eve, 
in  a  small  picture  :  Jlpollo  and  Diana,  where  the  pagan  scene  appears  as  a  char- 
ming German  romance.  The  Brussels  Gallery  has  also  three  beautiful  portraits 
by  Bartholomaeus  Bruyn  (born  at  "Wesel  in  1493,  died  in  Cologne  i555) 
who  perpetuated  the  glory  of  the  Cologne  school  by  works  where  German 
inspiration  shows  the  revival  of  its  fidelity  to  Flemish  traditions. 
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ROMAN  INFLUENCE  ON  THE  FLEMISH  AND 
DUTCH  SCHOOLS  OF  THE  SECOND  HALF  OF 
THE    XVlth    CENTURY,  -^v*.  --^^  ^-w^ 

MICHEL  DE  COXCIE,  FRANZ  FLORIS,  ANTONIO  MOR,  MARTIN  DE  VOS. 
ADAM  VAN  NOORT,  OTTO  VCENIUS.  '^sA-  '^^s*'  -^vA^  ^W-^ 

The  Italianism  of  the  first  third  of  the  XVlth  century  gave  way  little  by 
little  to  the  Romanism  of  the  predecessors  of  Rubens.  The  diffusion  of  the 
synthetic  art  of  the  High  Roman  Renaissance,  with  the  uncontested  ascen- 
dency of  humanism,  and  an  irresistible  desire  to  know  the  classic  sources  of  art, 
invade  the  grace  of  sentiment,  all  powerful  until  then.  In  fact,  the  latent 
aspirations  of  the  first  Italianists  arrived  at  their  logical  issue,  and  the  pupils 
of  van  Orley,  like  those  of  Gossart,  took  the  final  leap. 

While  Pieter  Coecke  and  Michel  de  Coxcie,  pupils  of  van  Orley,  preached 
the  new  doctrines  to  the  Brabant  school  (it  was,  however,  a  spontaneous  and 
radical  reaction  in  Bruegel,  a  pupil  of  Coecke),  Pieter  Pourbus  the  Elder  (born 
at  Gouda  about  i5io,  died  at  Bruges  1584)  brought  about  their  triumph 
in  the  Bruges  school,  and  Lambert  Lombard  (born  at  Liege  )5o5,  died  in 
that  city  i566),  a  pupil  of  Gossart,  upheld  them  with  such  energy  in 
Li^ge  that  the  most  gifted  young  men,  even  those  from  Holland  and  Ger- 
many, ended  by  ranging  themselves  under  him.  Among  Lombard's  pupils, 
we  must  mention  Jean  Ramey  who  was  consulted  by  Otto  Voenius,  the  third 
of  Rubens'  masters,  and  Franz  de  Vriendt,  surnamed  Franz  Floris  (born  in 
Antwerp  i5i6,  died  in  tSyo)  who  was  called  the  Incomparable !  Floris  occu- 
pies a  high  position  as  a  Romanist  before  Rubens.  After  a  stay  in  Rome, 
he  opened  a  studio  in  Antwerp  where  he  taught  the  purest  ideal  estheticism. 
He  himself  appears  as  a  pale  and  feeble  rival  of  Zucchero  and  Daniele  da 
Volterra,  in  his  Last  Judgment  in  this  Gallery  (dated  1 566,  it  formerly 
ornamented  the  family  tomb  of  the  Bourgeois  family  in  the  Sablon  church). 
Elsewhere  the  scenes  of  hell  by  Floris  have  preserved  some  Flemish  energy, 
and  his  little  known  portraits  are  full  of  healthy  beauty. 
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It  has  been  said  that  the  study  of  nature  preserved  certain  great  portrait 
painters  from  the  foreign  contagion.  But  was  not  art  itself  European- 
ised  by  Italian  idealism?  And  would  the  Flemish  school  finally  have  known 
the  international  glory  of  a  van  Dyck  if  it  had  not  learned  the  new  lesson? 
In  any  case,  it  is  important  that  the  physiognomy  of  a  race  should  be  fixed 
above  all  by  the  portrait-painter,  and  his  work  is  a  continual  struggle  with  the 
environment.  The  Flemish  portrait-painters  of  the  XVI th  century  are  as 
national  as  the  humourists;  foreign  teaching  does  not  divert  them  from  literal 
reality,  and  this  explains  the  profound  unity  of  a  whole  line  of  portrait- 
painters,  throughout  the  XVI th  century.  Witness  such  names  as  Metsys, 
van  Orley,  Gossart,  van  Cleve,  Vermeyen,  Antonio  Mor,  Adriaen  and 
Guillaume  Key,  Lucidel — together  with  such  thorough  Romanists  as  Lambert 
Lombard,  Franz  Floris,  Pieter  and  Franz  Pourbus,  Martin  de  Vos. 

The  Brussels  Gallery  gives  but  an  inadequate  idea  of  Antonio  Mor 
(born  at  Utrecht  about  i5i9,  died  in  Antwerp  at  the  age  of  57).  But 
what  a  striking  work  is  his  Jllvarez  de  Toledo  (pi.  57)!  Perhaps  it  is  only  a 
pupil's  copy;  still,  who  can  ever  forget  that  dry  and  sallow  face  whose 
cold  pallor  is  set  off  by  the  black  armour?  The  fine  portrait  of  Hubert 
Goltzius  (pi.  58)  richly  and  lightly  painted,  without  affectation  in  the  grey 
brown  costume,  is  perhaps  a  likeness  of  the  celebrated  historian  of  Philip  II, 
painted  by  Mor  in  an  hour,  according  to  Carel  van  Mander.  A  marvellously 
mobile  mind  is  visible  in  this  intelligent  face,  and  here  the  human  expression 
outweighs  the  local  character. 

The  Family  Group  (pi.  59)  :  Antoine  Anselmo,  his  wife  and  their  two  chil- 
dren, painted  in  1577  by  Martin  de  Vos  (born  at  Antwerp  in  i53i,  died  in 
the  same  town  in  i6o3)  is  a  still  more  significant  prelude  to  the  Rubens  por- 
traits, to  van  Dyck,  Jordaens,  Cornelis  de  Vos.  The  technique  is  no  longer 
fettered  by  the  graphic  details  of  the  «  primitives  »;  the  colour  is  toned  by 
atmosphere,  the  accessories,  the  gloves  for  example,  are  merely  incidents 
of  colour,  and  the  decorative  object  of  the  picture,  together  with  the  new 
methods  of  the  artist,  impart  a  fresh  accent  to  the  old  language  of  art.  Martin 
de  Vos  frequented  the  studio  of  Tintoretto;  here  he  remembers  the  great 
Venetian  in  a  measure  proportionate  to  his  powers.  For  the  first  time  the 
Italian  accent  loses  its  strangeness,  the  new  esthetic  has  given  birth  to  a 
harmonious  work.    The  Flemish  spirit  too  is  reflected,  as  in  a  glass,  by 
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this  djgnified  Sheriff  of  Antwerp,  his  two  children,  and  his  wife,  Jeanne 
Hooftman,  so  motherly  and  so  distinguished;  this  may  be  considered  as  one 
of  the  most  beautiful  female  portraits  of  the  school. 

By  singular  good  fortune,  the  three  masters  with  whom  Rubens  worked 
before  going  to  Italy  are  represented  in  the  Brussels  Gallery  by  three  highly 
characteristic  works  :  Tobias  Vanhaegt  (born  in  Antwerp  i56j,  died  in 
i63i)  by  a  Landscape  (of  i6)5)  which  retains  Italian  conventionalities  a  cen- 
tury old;  Adam  van  Noort  (born  in  Antwerp  tSSy,  died  in  the  same  city 
1641)  by  Christ  and  the  Children,  long  disputed  but  finally  attributed  to  this 
artist;  Otto  Voenius  (born  at  Leyden  i55y,  died  at  Brussels  1629)  by  three 
religious  subjects  and  four  portraits. 

We  know  the  charming  passage  where  Fromentin,  on  the  faith  of  tradi- 
tional beliefs,  speaks  of  Adam  van  Noort  and  Otto  Voenius  as  corresponding 
to  the  contrasting  qualities  of  the  many-sided  nature  of  Rubens,  and  com- 
bined—minus the  genius— to  constitute  their  pupil,  with  all  his  powers,  his 
harmony,  his  balance,  and  his  unity.  For  Fromentin,  Adam  van  Noort  is 
the  rebellious  nature,  the  truculent  spirit,  the  ill-controlled  sentiment  of  the 
master  who  remained  Flemish  when  it  was  a  thing  of  the  past ;  Otto 
Voenius  incarnates  universal  knowledge,  impersonal  science,  the  stifling  con- 
ventionalities of  absolute  Romanism.  This  view  of  the  case  is  rather  summary. 
What  do  we  know  about  van  Noort?  Very  little.  The  inferior  canvas  : 
Christ  and  the  Children,  which  it  is  proposed  to  restore  to  him,  is  deplorably 
academic,  and  the  Antwerp  spirit  is  quite  undiscoverable.  Certainly  Otto 
Voenius,  whose  style  is  that  of  the  successors  of  Lambert  Lombard,  was 
consumed  by  too  great  a  love  of  Vasari,  Daniele  da  Volterra,  Zucchero 
and  tutti  quanti ;  all  life  and  individuality  are  absent  from  his  huge  bodies 
with  heavy  forms.  But  when  by  chance  he  listens  to  Correggio  or  the  Venitians 
his  sensitiveness  awakes,  and  betrays  its  origin.  With  his  Mystic  Marriage 
of  Saint  Catharine  (pi.  60)  which  Fromentin  himself  has  closely  studied 
and  described,  we  are  far  from  the  genius  of  Rubens,  but  very  close  to  the 
style  of  Peter  Paul's  first  manner. 
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PETER  PAUL  RUBENS. 


By  the  time  Rubens  came  home  from  Italy,  at  the  end  of  1608,  Flemish  art 
had  waked  to  new  life.  The  famous  twelve  years  peace  was  soon  to  be  signed, 
but  first  and  foremost  Peter  Paul  was  back  from  Italy.  He  was  the  Man 
of  Destiny.  In  Antwerp,  impoverished  indeed,  but  still  fond  of  splendour, 
— like  the  Bruges  of  Memlinc  and  Gherardt  David — his  genius  concentrated 
and  electrified  the  scattered  forces  of  our  art.  He  himself,  a  humanist  of 
the  first  rank,  secretary  of  a  religious  association,  became  the  epic  poet  of  a 
learned  neo-catholicism  perfervid  and  magnificent,  of  which  Archduke  Albert 
became  the  political  apostle. 

The  painter  of  the  Deposition  from  the  Cross  had  learned  much  from  Vcenius. 
Rubens  painted  like  his  third  master,  when,  at  the  commencement  of  his 
sojourn  in  Italy,  he  executed,  with  memories  of  Raphael,  his  Saint  Helena, 
now  at  Grasse.  And  when,  eight  years  later,  Peter  Paul  returned  from 
Italy,  he  still  retained  a  certain  fidelity  to  his  last  Flemish  teacher.  But  he 
had  analysed  all  the  forms  of  Italian  beauty,  and  it  is  impossible  for  us  to 
enter  here  into  the  details  of  his  close  and  patient  studies  in  Venice,  Mantua, 
Parma,  Florence,  and  Rome.  We  need  only  mention  his  amazement  at  the 
contemporary  ideal,  the  truth  of  Caravaggio,  the  eclecticism  and  religious 
feeling  of  the  Carracci,  the  decorative  splendour  introduced  by  Bernini. 
For  the  rest,  the  great  miracle  was  not  perhaps  so  much  that  he  opened  our 
studios  to  the  impetuous  breath  of  contemporary  esthetic,  as  that  he  created 
the  Flemish  embodiment  of  this  ideal.  For  the  Italian  education  of  Rubens 
and  his  enthusiasm  for  new  conceptions  were  at  the  service  of  a  will  and 
faith  essentially  Flemish.  So  much  so  that  the  return  of  the  master  to 
Antwerp  was  the  retaliation  of  Flanders  on  Italy. 

The  Rubens  of  his  Italian  period  is  not  represented.  With  the  exception 
of  Jesus  teaching  JSicocJemus  (and  this  picture  may  have  been  executed  before 
the  Italian  journey),  we  have  no  older  work  than  the  Adoration  of  the  Things 
(pi.  61)  painted  about  i6i5  for  the  church  of  the  Capuchins  at  Tournai  ; 
it  was  removed  by  the  commissioners  of  1794  and  restored  to  Brussels  in  1802. 
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It  is  a  masterly  canvas,  carefully  thought  out,  very  like  the  celebrated 
Deposition  from  the  Cross,  and  almost  of  the  same  time.  Rubens  has  produced 
few  examples  of  such  rich  but  disciplined  art.  The  Virgin  is  hardly  striking 
among  so  many  men  of  forceful  and  grave  aspect.  We  have  nevertheless 
met  her  type,  in  the  Cystic  Marriage  of  Otto  Voenius.  The  torches  spread 
a  diffused  light  where  Saint  Joseph  and  the  negro  incense-bearer  stand;  this 
is  a  steady  adherence  to  the  teaching  of  Caravaggio.  But  it  was  in  the 
school  of  Titian  that  the  master  recovered  the  brilliancy  of  our  great  painters 
of  the  XVth  century.  The  King  with  the  gold  chasuble,  his  shoulders 
draped  in  ermine,  whose  kneeling  figure  concentrates  the  light  in  the 
foreground,  has  predecessors  in  the  works  of  Gherardt  David  and  Quentin 
Metsys.  Still,  the  genius  of  Rubens  is  shown  in  this  work  less  by  the 
sublety  of  technique  than  by  the  masculine  spirit  which  prevails  throughout. 
The  same  plenitude  of  strength,  the  same  heroic  and  calm  ardour  is  shown 
by  all  these  men,  who  came  in  obedience  to  the  supernatural  call,  from  their 
deserts,  their  huts,  their  distant  kingdoms. 

About  1 617-161 8 — the  date  of  the  Christ  at  Antwerp  and  the  Silenus 
intoxicated  at  Munich — Rubens  painted  with  his  own  hand,  as  he  rarely  did 
later,  the  half-length  portraits  of  Charles  de  Cordes  and  his  wife  Jacqueline 
van  Caestre  (pi.  62-63).  The  point  has  been  raised  as  to  whether  these 
pictures  were  not  by  van  Dyck.  An  idle  question.  The  transparent  sha- 
dows, the  bluish  transitions  into  brilliant  high  lights,  the  roseate  touches  in 
the  hollows  of  the  face,  the  swift  brush  in  the  accessories — all  the  joy,  all  the 
triumph,  all  the  ingenuity  of  a  master  of  the  brush  are  accumulated  in  the  Charles 
de  Cordes.  A  little  of  the  melancholy  soul  of  van  Dyck  seems  reflected  in  the 
face  of  Jacqueline  van  Caestre.  But  has  not  Fromentin  erred  in  refusing  to 
the  master  the  gift  of  penetrating  the  individual  psychology,  and  was  Rubens 
incapable  of  reading  truthfully  the  face  of  a  noble  lady,  ill  and  condemned  to 
an  early  death  ?  The  portrait  of  Theophrastus  Paracelsus,  the  physician  and 
philosopher  (1493-1541),  painted  from  a  portrait  of  the  commencement  of 
the  XVI th  century  (preserved  in  the  Louvre  and  attributed  to  Scorel)  was 
done  about  the  same  time  as  Charles  de  Cordes  and  Jacqueline  van  Caestre, 
with  the  same  refinement  of  half-tones,  the  same  opalescent  passages,  but  with 
a  smoother  and  fuller  brush.  The  handling  is  more  flowing;  it  bears  the 
stamp  of  unique  mastery. 
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It  was  no  doubt  about  1618  that  the  Archdukes  ordered  from  their  pain- 
ter, for  the  church  of  the  bare-footed  Carmelites  of  Brussels,  the  Assumption 
of  the  Yirgin  which  the  French  commissioners  removed  in  J  794  and 
returned  to  us  in  181 5  (pi.  64).  A  collaborator  may  well  have  assisted 
in  the  Jlssumption  (Cornelis  Schut?)  but  merely,  as  was  the  custom,  for  the 
reproduction  on  a  large  canvas  of  the  master's  sketch.  The  technical  strain 
is  less  continuous  than  in  the  Jldoration  of  the  J^ings;  the  decorative  scheme 
is  freeer,  a  grander  joyousness  pervades  the  celestial  scene.  A  suggestion  of 
Baroccio's  cheerful  high-lights  gives  emphasis  to  the  local  colour  in  the 
shadows  (compare  on  this  point  the  Call  of  the  Jlpostles  by  that  painter  with 
this  Assumption  by  Rubens).  The  ceaseless  work  of  Rubens  demanded 
increasing  decisiveness  and  rapidity,  and  the  Jlssumption  leads  to  the  brilliant 
execution  and  conception  of  the  great  series  known  as  the  "Luxemburg  Gallery. 
For  the  general  arrangement,  the  master  had  not  long  to  seek  in  his  well 
stored  memory.  He  adapted  the  composition  from  Titian,  and,  like  him, 
contrasted  the  human  drama  of  the  apostles'  amazement  with  the  glory  of  the 
Virgin  delivered  from  all  terrestrial  bonds.  The  soul  of  his  work  again  is 
in  the  triumphal  thrill  of  which  he  alone  possesses  the  secret.  One  detail,  in 
this  connection,  is  specially  exquisite.  Cherubs  support  the  Virgin's 
flowing  draperies,  and  the  celestial  cortege  surrounding  Her  ascends  to 
precede  Her  and  open  the  Gates  of  Heaven.  The  dimpled,  turbulent 
group,  is  really  moving;  it  is  a  triumphal  garland;  and  the  little  cherub  who 
leaves  his  companions  below  to  plunge  into  the  azure,  brandishes  a  tall  palm 
which  appears  like  a  sword  of  honour.  We  must  next  admire  the  great  Vieta 
(ordered  about  1619  by  Prince  Charles  d'Arenberg  for  the  church  of  the 
Capuchins,  Brussels,  removed  by  the  commissioners  in  1794  and  restored  in 
181 5)  to  appreciate  with  what  ease  the  master,  turning  from  the  joyous 
sumptuousness  of  a  divine  festival,  immediately  captivates  us  by  the  sober 
pathos  of  an  immortal  mourning. 

It  was  at  a  time  fertile  among  all  others — the  History  of  Marie  de  Medicis 
was  commenced — that  Rubens  painted  Venus  in  Vulcan's  Forge  ( j  623)  (pi.  65). 
Venus,  Ceres,  Pomona,  Eros  and  Pan  are  the  work  of  Rubens;  the  Vulcan 
is  of  the  XVI  11th  century.  The  mythological  taste  of  the  master  is  here 
manifested,  and  the  goddesses  are  comparable  with  the  Graces,  the  Harpies, 
the  Naiades  of  the  History  of  Marie  de  Medicis,  a  contemporary  work.  The 
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carnations,  at  once  firm  and  vapourous,  foretell  the  beauty  of  H^lene  Four- 
mont,  revealed  to  the  artist  seven  or  eight  years  later.  And  this  parterre  of 
feminine  grace  is  harmonious,  golden,  bathed  in  atmosphere;  this  group  of 
Venus,  Ceres  and  Pomona,  shows  that  a  new  miracle  has  happened,  the 
antique  fable  is  resuscitated  to  new  and  radiant  youth. 

The  dates  of  the  Ti^oman  taken  in  adultery  and  the  Coronation  of  the  Virgin 
are  doubtful,  and  the  merits  of  these  two  works  are  also  open  to  discussion. 
Some  place  the  execution  of  the  Woman  taken  in  adultery  about  1612;  we 
believe  it  was  painted  at  least  six  years  later.  The  Christ  is  very  disappoint- 
ing—ordinary, heavy,  without  fire;  Rubens  was  too  often  satisfied  with 
this.  This  figure  is  also  unfinished  and  was  perhaps  merely  under- 
painted  by  a  pupil.  The  accusing  priests  and  the  pitying  old  man,  are,  on  the 
other  hand,  striking  individualities,  and  the  best  figures  in  the  picture. 
The  Coronation  of  the  Virgin  (executed  for  the  church  of  the  R^collets, 
Antwerp;  «  reaped  »  by  the  French  commissioners  in  1794,  restored  in  1802) 
brings  us  to  the  time  when  the  great  Medicis  series  was  completed,  about 
1625.  It  is  a  pupil's  work,  from  a  sketch  (preserved  in  the  Schollaert  collec- 
tion, Belgium),  studio  work  negligently  retouched  by  the  master  and  abun- 
dantly by  the  restorers. 

The  Virgin  with  theTorget-me-not  (pi.  66)  is  one  of  the  best  «  Madonnas  sur- 
rounded by  flowers))  painted  by  Rubens  in  collaboration  with  his  excellent 
colleague  and  friend  Jan  Breughel  (surnamed  Velvet  Brueghel,  born  in 
Brussels  i568,  died  in  Antwerp  1625,  son  of  the  great  peasant-painter  Brue- 
gel).  No  doubt  the  Medicis  canvasses  were  still  in  the  studio  when  Rubens 
painted  this  graceful  Virgin,  finished  with  transparent  tones  of  rose,  blue  and 
gold.  With  the  ease  of  genius,  he  passed  from  epic  composition  to  small 
easel  pictures.  Jan  Brueghel  painted  the  flowery  background  with  his  usual 
minuteness  of  finish.  A  marvellously  painted  fly  sits  in  the  heart  of  a  rose. 
Alone  of  all  the  painters  of  his  day,  Breughel  de  Velours  did  not  imitate 
the  grand  airs  of  Rubens  who  was  amused  this  old  fashioned  obstinacy.  He 
rivalled  his  dignified  friend  in  impeccable  minuteness  ;  he  too  excelled  in 
finished  genre,  and  this  Virgin — Mary  and  the  Child  are  entirely  by  him — is 
an  incomparable  cabinet-picture. 

On  the  6th  December  1 63o,  Rubens,  then  53  years  of  age,  married  a  young 
girl  of  16,  H^l^ne  Fourment,to  whose  family  he  was  attached  by  old  ties.  He 
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had  painted  her,  a  blooming  and  lively  child,  in  the  Education  of  the  Virgin 
(Antwerp  Gallery)  and  in  the  Mystic  Marriage  of  the  Augustin  church. 
Some  time  before  or  after  the  marriage  he  painted  the  half-length,  purchased 
by  the  Brussels  Gallery  at  the  Weber  sale,  a  work  of  rapid  execution, 
approaching  the  Paracelsus  in  technique,  and,  notwithstanding  its  sketchy 
handling,  very  like  the  Magdalen  at  Dulwich  and  the  Chapeau  de  paille  in  the 
National  Gallery.  Rubens  did  homage  to  the  virtues  of  his  first  wife  in 
some  famous  letters ;  to  the  beauty  of  the  second,  he  devoted  the  entire 
passion  of  his  genius.  His  energy  in  painting  seemed  to  increase.  In  i63o 
he  accepted  the  order  for  the  ceiling  of  Whitehall — a  decoration  now  terribly 
spoilt  by  damp.  A  sketch  for  it  is  in  the  Brussels  Gallery  :  JVisdom  victorious 
over  TVar  and  Discord,  where  Veronesian  invention  is  illuminated  by  a  subtle 
fire.  And  before  the  figure  of  Minerva  repulsing  Discord  and  War,  let  us 
remember  the  great  pacific  ideal  of  the  master,  illustrated  in  more  than  one 
work,  more  than  one  act,  and  nourished  in  his  heart,  as  he  says  in  one  of 
his  letters,  by  love  of  his  dear  country. 

Many  important  works,  and  much  unjust  political  vexation — Rubens  implor- 
ed the  Archduchess  Isabella  on  his  knees  to  dispense  him  from  new  diplomatic 
missions — filled  the  years  which  followed  on  his  second  marriage.  Our 
Saint  "Francis  protecting  the  World  belongs  to  this  period  (painted  about 
1 633  for  the  Recollets  of  Ghent,  removed  in  1794  by  the  French  commis- 
sioners and  sent  to  Brussels  in  )8o2).  Rubens  worked  too  much  to  produce 
none  but  masterpieces.  The  most  unfortunate  exaggeration  pervades  his 
glorious  compositions,  and  in  this  Saint  Trancis  it  is  aggravated  by  an  ill-chosen 
scheme  of  colour. 

The  memory  of  the  Joyful  Entry  of  the  Spanish  Infant-Cardinal  to  Ant- 
werp ()636)  is  recalled  in  the  Gallery  by  the  portraits  of  Archduke  "Ernest 
and  the  Jlrchduke  and  duchess  Jllbert  and  Isabella  (pi.  67).  He  painted  these 
pictures  in  a  few  hours,  and  they  are  well  described  in  one  of  the  best 
passages  of  Les  Maitres  d'autrefois  : — «  Veronese  is  here  so  well  fused  with 
the  Flemish  method  that  Rubens  never  displayed  greater  style,  and  was  never 
more  thoroughly  himself  ».  Retouched  after  the  fetes  of  i635,  these  por- 
traits are  painted  from  memory,  but  with  what  tenderness,  what  acuteness  of 
memory  and  what  gratitude  !  The  Archduke  is  more  than  a  portrait,  it  is 
the  symbol  of  power  and  of  the  apostolate  to  which  the  prince  was  sworn. 
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There  is  a  gravity  of  soul  and  a  sweetness  in  the  face  of  the  Archduchess 
that  Rubens  more  than  any  could  appreciate. 

Is  it  not  the  culminating  point  of  an  unequalled  career?  Rubens,  over- 
whelmed with  work,  wrote  to  his  friend  Peiresc  : — «  1  have  no  time  to  live  ». 
He  dwelt  in  his  beautiful  palace  of  Wapper,  among  his  friends,  his  disciples, 
his  Italian  and  Flemish  pictures,  with,  at  his  side,  Helene  Fourment,  whom 
he  never  ceased  painting.  Everybody  loved  him.  When  the  Governor 
Vosterman  went  mad,  and  pursued  Rubens  through  the  streets  of  Antwerp, 
the  population  spontaneously  demanded  that  their  painter  should  be 
protected. 

His  last  summers  were  passed  at  the  Steen  of  Elewyt.  As  he  had  only  a 
small  studio  there  he  chiefly  painted  landscapes,  reproducing  the  peaceful 
and  healthy  scenery  of  Brabant,  or  imagining  heroic  sites  full  of  the  breath  of 
his  fiery  soul.  The  terrible  J^ermesse  of  the  Louvre,  «  a  mad  dance  which 
resembles  a  battle  »  is  a  sport  of  his  summer  palette;  we  may  well  believe 
that  his  Atalanta's  Chase  is  another  (pi.  68).  The  history  of  landscape  con- 
tains names  and  works  of  the  first  rank,  it  will  never  see  anything  resembling 
this  Chase  of  fire  and  shadow. 

When  was  the  Jlscent  to  Calvary  painted?  (pi.  69).  From  i634  to  1637 
according  to  some;  from  i636  to  1637  according  to  others.  Rubens  pro- 
bably did  the  work  in  grisaille,  for  an  engraving  by  Pontius,  in  i635,  a  sketch 
exists  in  the  Ryksmuseum  believed  to  be  of  i635.  Our  picture  was  origi- 
nally over  the  high  altar  of  the  abbey-church  of  Afflighem  ;  it  was  taken  to 
Paris  in  1794  and  was  restored  in  181 5.  It  is  a  masterly  composition,  a 
procession  of  figures  full  of  heroic  vitality. 

In  which  of  his  religions  tragedies  has  Rubens  displayed  more  scenic  genius, 
more  irresistible  movement?  From  what  master  has  he  this  time  borrowed 
the  idea  of  this  violent  but  harmonious  progress,  if  not  from  his  own  ima- 
gination, soaring  to  the  utmost  heights?  «  The  true  drama  is  sacrificed  », 
writes  Rooses.  «  1  seek  a  cry  of  pain  and  find  none  »,  says  Paul  Mantz. 
«  This  pomp  »,  remarks  Fromentin,  «  causes  the  Sacrifice  to  be  forgotten 
and  gives  the  scene  the  appearance  of  a  triumph  ».  Triumph,  yes.  The 
word  is  exact.  But  since  when  has  the  idea  of  Christ's  Victory  not  been 
attached  to  that  of  His  Sacrifice?  And  in  what  therefore  does  Rubens' 
conception  merit  censure.    A  cry  of  pain  is  asked  for;  look  at  Christ  him- 
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self,  emaciated,  pale,  suffering;  how  he  is  bruised  in  His  humanity!  No 
doubt  He  is  a  little  lost  in  this  picture  of  glory.  But  what  a  flash  of  reality 
is  this  stumbling  Being  amid  so  much  luxury.  An  inexpressibly  exalting 
sweetness  envelopes  the  drama  by  virtue  of  a  scheme  of  colouring  which  does 
not  put  elementary  tones  in  juxtaposition  as  formerly,  but  which  keeps  to 
shades,  breaks  the  severity  of  the  outlines,  causes  the  forms  to  move  in  air, 
lightens  the  shadows,  and  spreads  all  round  an  atmosphere  of  golden  sun- 
shine. And  it  is  thus  that,  representing  this  March  to  Calvary,  Rubens,  the 
superhuman  interpreter  of  northern  neo-catholicism,  addressed  an  immense 
a  magnificent  appeal  to  the  enthusiasm  of  religions  souls. 

«  The  climax  of  mastery  »,  says  Delacroix,  referring  not  only  to  the 
Jlscent  to  Calvary,  but  also  to  the  Martyrdom  of  Saint  "Lievin  (pi.  70),  painted 
about  )635  for  the  high  altar  of  the  Jesuits  at  Ghent,  purchased  by  Louis  XVI 
in  J 777,  sent  to  Brussels  in  1802.  The  slightest  trifle,  the  least  touch  of 
pathos  would  spoil  the  magnificent  horror  of  this  scene  of  butchery. 
But  how  can  we  fail  to  admire  the  richness  of  the  foreground,  where  the 
scarlat  cap  of  the  torturer  giving  the  martyr's  tongue  to  the  dog  vies  in 
brilliancy  with  the  heavy  gold  fringes  of  the  saint's  stole?  We  can  but  marvel 
at  the  precipate  rush  of  the  avenging  angels?  Then  again,  the  disorder  of 
the  soldiers,  and  the  curvetting  white  horse— the  unforgettable  war-horse, 
the  heroic  charger,  conceived  by  Rubens,  though  painted  perhaps  by  a 
pupil  (P.  de  Vos?)  which  reminds  us  of  hunts,  gallops,  and  triumphs  ima- 
gined by  the  master — before  which  Leonardo  da  Vinci,  the  first  painter 
who  showed  us  the  horse  in  action,  would  have  stopped  in  admiring 
stupefaction. 

To  conclude  this  little  Rubens  pilgrimage  in  the  Brussels  Gallery  shall  we 
convince  ourselves  of  the  unrivalled  powers  of  the  master  in  the  enchanted 
domain  of  colour  and  light  by  looking  at  the  studies  and  sketches  which 
remain  to  be  mentioned  :  the  Tour  JSegroes'  Heads  (pi.  71),  the  three  sketches 
for  the  Parada,  and  the  Martyrdom  of  Saint  Ursula  (pi.  72).  Dr.  Bode, 
the  perspicuous  corrector  of  the  list  of  works  ascribed  to  Rubens  and  van 
Dyck,  has  thought  it  right  to  ascribe  the  four  studies  painted  from  the 
negro  Farrugia  (about  1617),  who  figures  in  the  sacred  and  bacchanalian 
scenes  of  Rubens,  to  the  younger  master.  But  it  will  suffice  to  enable  artists 
to  recognise  Rubens,  merely  to  look  at  these  studies ;  to  see  how  alive  this 
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negro  is  with  all  the  mystery  of  his  child-like  and  melancholy  soul,  and  to 
note  the  amazing  harmony  of  simple  but  wonderful  colouring. 

The  three  sketches  for  the  ParaJa  in  this  Gallery  perpetuate  the  memory 
of  the  vast  decorative  work  which  Rubens,  four  years  before  his  death, 
undertook  for  Philip  IV,  with  the  assistance,  among  others,  of  Jordaens  : 
sixty  canvasses  telling  the  story  of  Ovid's  Metarmorphoses,  and  intended  for  the 
royal  hunting  lodge,  Torre  de  la  Parada,  near  Madrid.  (Much  injured  by 
insurgents  in  1710,  parts  only  of  the  decoration  remain  in  the  Prado).  Finally 
all  the  esthetic,  the  imagination,  the  whole  soul  of  Rubens  is  contained  in  the 
JHartyrdom  of  Saint  Ursula  (pi.  72),  a  sketch  for  a  work  lost  or  never  executed. 
Ten  or  twelve  persons  at  most,  some  lancers  passing  in  the  background,  some 
soldiers  in  heroic  attitudes,  saints  wounded  or  in  extasy,  figures  arranged  in 
an  oval  composition  with  a  distance  in  perspective  in  the  centre— and  at  once 
our  eyes  behold  an  immense  multitude.  Delacroix,  in  his  Apollo  conquering 
the  Python,  said  he  wished  to  paint  the  triumph  of  light  over  darkness, 
of  order  over  chaos.  If  Rubens  had  told  us  the  purpose  of  this  Marlyrdom, 
it  would  have  been  the  same.  Ursula  herself  is  a  focus  of  light,  illuminating 
the  bodies  of  her  companions,  rose-tinted,  golden,  white,  stained  here  and 
there  with  drops  of  crimson  blood.  The  shadows  are  less  than  a  light 
film— a  transparent  mist.  The  murder  of  this  virgin  is  an  apotheosis  of 
light,  and  this  time  Rubens  subdues  his  heroic  soul  to  the  most  tender  grace. 

Divine  master,  it  is  before  this  little  Saint  Ursula  that  I  most  gladly  come 
to  commune  with  your  glory.  Accept  the  offering  of  my  fervour  and  pardon 
my  vanity  in  attempting  to  describe  in  words  your  infinite  treasures. 

FLEMISH  SCHOOL  of  the  XVIlth  &  XVlllth  CENTURIES 

ANTHONY  VAN  DYCK.  HANS  JORDAENS,  CRAYER,  VAN  LOON,  CORNELIS 
DE  VOS.  SALLAERT.  P.  MEERT,  F.  SNYDERS,  P.  DE  VOS,  J,  FYT.  SIBERECHTS, 
VRANCKX,  TENJERS.  BRAUWER.  G.  COQUES.  BISET,  PH.  DE  CHAMPAIGNE, 
SUTTERMANS,   LA  FABRIQUE,  LENS.  VERHAEGEN.      '"^^A-  '▼sA' 

Antoon  or  Anthony  van  Dyck  (born  at  Antwerp  1599,  died  in  London  1641) 
is  too  scantily  represented  in  the  Brussels  Gallery.    He  is  best  seen  in  some 
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youthful  works,  and  in  more  of  these  than  is  usually  supposed;  but  we  have 
no  work  of  his  that  is  universally  famous.  He  left  van  Balen's  studio  at  an 
early  age,  and  before  his  twentieth  year  worked  in  Rubens'  studio  almost  as 
a  collaborator  (on  the  series  of  Decius  Mus,  on  the  ceilings  of  the  Jesuits 
church).  In  his  well  known  letters  to  Sir  Dudley  Carleton,  Rubens,  referring 
to  Jlchilles  among  the  daughters  of  Lycomedes,  calls  him  il  meglior  mio  discepolo 
and  the  Rubens  imprint  sank  deep  on  the  youthful  prodigy.  The  pupil  is  also 
very  much  impressed  by  the  democratic  vigour  of  Jordaens;  our  Martyrdom 
of  Saint  Peter,  much  repainted  unfortunately;  our  Silenus  Intoxicated  (replica 
at  Dresden,  more  approaching  Rubens)  bear  witness  to  this  in  their  heavy 
purples,  deep  browns  contrasting  with  fiery  reds  (pi.  72-73).  There  are 
no  documents  fixing  the  dates  of  the  two  works,  and  an  extraordinary  disagree- 
ment among  critics  (Bode,  Rooses,  Menotti)  as  to  that  date.  We  believe 
that  the  artist  executed  the  two  canvasses — his  early  paintings  were  very  rapid 
— about  his  twentieth  year,  certainly  in  the  case  of  his  Martyrdom  of 
Saint  Peter. 

The  following  year, van  Dyck  visited  London  for  the  first  time;  in  1621 
he  passed  six  months  in  Italy,  executing  after  the  different  masters,  numerous 
sketches  happily  preserved  in  the  Devonshire  collection  at  Chatsworth. 
In  October  or  November  1621,  he  returned  to  Antwerp,  where  he  remained 
until  the  death  of  his  father  (December  1622).  This  year  in  Antwerp  was  very 
fruitful,  and  many  important  works  were  painted  (the  two  Saint  Martins  of 
Saventhem  and  Windsor,  the  Christ  Mocked  of  Berlin  and  the  Prado)  reveal 
the  study  of  Titian  and  the  use  of  the  sketches  brought  from  Italy.  In  the 
Descent  of  the  Holy  Ghost  in  the  Berlin  Museum,  of  the  same  period, 
figures  an  apostle  for  whom  van  Dyck  made  a  study  preserved  in  the  same 
museum.  One  would  swear  it  was  an  old  man  by  Jordaens.  The  Apostle's 
Head  at  Brussels  (pi.  74)  always  attributed  to  this  latter,  has  points  of  identity 
with  the  study  in  Berlin;  therefore  we  are  disposed  to  follow  the  German 
critics  who  propose  to  substitute  under  this  apostolic  Head  the  name  of  van 
Dyck  for  that  of  Jordaens. 

After  his  father's  death,  van  Dyck  returned  to  Italy  and  did  not  come  back 
until  the  end  of  1627.  His  Italian  years  did  not  resemble  those  of  his  master. 
Rubens  was  only  second  court-painter  to  Vincenzo  de  Gonzagua,  and  enslaved 
by  his  intense  studies,  painted  few  original  works  in  Italy.    Van  Dyck  was 
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welcomed  as  a  great  master,  his  studies  did  not  at  all  absorb  him;  he  painted 
portraits  in  astonishing  abundance,  and  also  religions  works;  finally  he  founded 
schools  in  Genoa  and  Palermo.  Our  portrait  of  the  poet-admiral  Gtan 
Vincenzo  Jmperiale,  commander  of  the  Genoese  Fleets,  anticipates — though 
without  brilliancy — his  Genoese  triumphs.  It  is  a  finished  replica  unfortun- 
ately heavily  repainted  from  an  original  at  Genoa  (Terralba).  Van  Dyck 
did  not  stay  long  in  Palermo,  but  immediately  the  «  soul  of  Sicily,  prompt  to 
admire,  fell  in  love  with  this  youth  crowned  with  the  triple  diadem  of  beauty, 
nobility  and  splendour))  (Matranga).  In  Rome  he  frequented  one  only  of  his 
countrymen  to  whom  Rubens  had  introduced  him,  the  sculptor  Francois 
Duquesnoy — the  great  and  too  little  known  Francesco  Fiammingho  (pi.  78). 
It  was  no  doubt  at  the  moment  of  returning  to  Antwerp  that  he  painted  the 
bust  of  this  chosen  friend,  a  portrait  purchased  by  the  Gallery  from  King 
Leopold  II.  It  shows  a  charming  personality,  the  image  of  a  saddened  and 
proud  spirit,  immortalised  in  the  harmony  of  tawny  tones,  which  for  the 
moment  were  the  fancy  of  the  unrivalled  portrait  painter.  Francesco  is  hold- 
ing a  piece  of  sculpture,  to  indicate  his  knowledge  of  antique  art.  He  looks 
out  of  the  picture,  ready  to  speak;  van  Dyck's  brotherly  brush,  expresses 
his  sitter's  most  intimate  vitality. 

Of  the  Antwerp  period  following  on  the  Italian  years  we  possess  :  the 
excellent,  nervous  sketch  of  the  great  black  Calvary  of  St.  Michaels  church, 
Ghent;  two  figures  of  good  and  facile  technique  :  Saint  JJnthony  of  Padua, 
and  Saint  "Francis  of  Assisi  (originally  in  the  Capuchin  church,  Brussels) ; 
the  solid  and  graceful  grisaille  :  J{inaUo  and  Armida,  a  reduction  for  the 
engraver  of  a  canvas  in  the  Newcastle  collection,  painted  in  1629  (pi.  76); 
finally,  the  fine  portrait  of  Alexandre  Dellafaille  (pi.  77)  calm,  freed  of  all 
technical  weakness,  and  with  a  striking  resemblance  in  feeling  to  the 
melancholy  Fiammingho.  The  Family  Group  of  the  Gerbier  Family,  at 
Windsor,  sold  by  the  Comte  de  Ribaucourt,  is  much  discussed;  an  impos- 
ing majority  of  critics  are  against  attributing  it  to  van  Dyck;  still,  could  it 
not  be  a  work  of  the  master  ruined  by  a  clumsy  restorer?  No  picture  in  the 
Gallery  is  the  work  of  his  English  years  (1632-1641 )— an  astonishing  episode 
in  a  wonderfully  brilliant  career. 

An  attentive  visitor  to  the  Brussels  Gallery  will  see  the  genius  of  Jordaens 
in  its  entirety.      It  is  impossible  to  give  a  chronological  account  of  this 
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fertile  master,  who  continually  repeated  his  works  during  his  long  career 
(born  at  Antwerp  tS^^,  he  died  in  i6yS):  but  some  of  his  most  important 
pieces  are  dated,  and  as  his  colouring  gradually  darkened  as  he  advanced  in  age, 
the  chief  stages  of  his  career  can  be  ascertained.  His  Abundance  (pi.  78) 
painted  about  i63o  and  contemporary  with  the  sober  and  superb  Family 
of  the  Jlrtist  [Przdo)  is  a  masterpiece  of  strong  and  disciplined  maturity. 
The  torso  of  the  woman  standing,  the  stooping  female  figure,  the  man  bent 
under  the  load  of  fruit  and  vegetables  are  the  gems  in  this  Abundance, 
which  may  be  considered  one  of  the  finest  canvases  in  the  history  of 
XVI  1th  century  art.  The  flowers  by  Snyders  harmonise  superbly  with  the 
general  tone,  the  comparison  of  our  picture  with  the  fine  replica  in  the 
Wallace  collection  shows  the  pre-eminence  of  the  Brussels  example.  The 
drawing  of  the  figures  in  Pan  and  Syrinx  (pi.  79)  is  equally  masterly,  but 
the  colouring  is  gaudy  and  hot ;  the  male  figures  are  bronzed  with  a 
golden  tan  becoming  red  in  the  hands;  the  rosy  cheeks  of  Syrinx,  the  brilliant 
flood  of  her  hair  are  in  contrast  with  the  opaque  tint  of  the  reeds  and  the 
bluish  sky.  The  palette  is  already  beginning  to  darken.  One  of  the  two 
cherubs  holds  a  torch  to  justify  the  lighting,  the  chiaroscuro  of  the  canvas. 
Jordaens  never  visited  Italy,  and  yet,  here  we  find  him  a  disciple  of  Tintoretto, 
Caravaggio  and  above  all,  Jacopo  Bassano. 

Was  Jordaens  happy  in  his  religious  painting?  All  the  good  people  of 
Flanders  speak,  sing  and  laugh  in  his  great  Dixmude  picture,  but  our  Saint 
Martin  curing  a  madman  (signed  and  dated  i63o),  painted  for  Saint  Martin's 
church,  Tournai  (removed  in  1794,  restored  in  181 5),  a  sonorous  and  deco- 
rative work  (pi.  80)  would  suffer,  we  must  admit,  if  compared  with  either  of 
the  Miracles  by  Rubens.  On  the  other  hand,  in  Susanna  and  the  "Elders  (pi.  81 ) 
the  painter's  handing  is  as  masculine  as  in  the  Van  and  Syrinx.  The  chaste 
bather  is  lacking  in  dignity,  nevertheless  we  must  rank  the  work  as  a  master- 
piece (replica  in  Copenhagen  dated  i653).  One  seems  to  perceive  a  subtle 
Italian  feeling  in  the  scene,  in  the  architecture  of  the  background,  the 
fountain,  the  little  love-cherub  blowing  his  conch,  the  silver  jug,  the  stone 
parapet. 

The  vast  canvas  Eleazer  and  J{ebecca  at  the  JVell  gives  us  the  serenity 
of  a  fine  landscape  (by  Jan  Wildens)  where  the  small  biblical  figures  of 
Jordaens  are  introduced  as  accessories.     We  know  how  frequent  collabora- 
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tion  was  in  the  XVI  1th  century.  In  association  with  a  lavish  display  of  meat, 
game,  fish,  vegetables  and  fruit,  initialled  by  van  Utrecht  and  dated  1637, 
Jordaens  has  painted  three  figures  which  proclaim  aloud  their  parentage(pl. 82). 
In  an  allegory  of  the  Vanities  of  the  World  (pi.  82)  by  Pieter  Boel — a  work 
which  he  probably  touched  up  as  he  did  that  of  van  Utrecht — he  intro- 
duces Time  with  his  scythe,  two  Jlmorini  and  a  parrot.  The  figures  are 
mediocre  and  too  black.  This  dusky  colouring  reappears  in  a  small  canvas. 
Saint  Yves,  patron  of  lawyers  (1645)  where  the  personages  are  seen  in  the 
gloom  of  a  cellar. 

The  series  of  pictures  in  which  Jordaens  tells,  with  variations,  the  antique 
fable  of  the  Satyr  and  the  Peasant,  leads  us  to  the  popular  and  local 
sources  of  his  inspiration.  Of  this  fable  Jordaens  makes  a  Flemish  story, 
and  the  Brussels  version,  veiled  by  harmonious  twilight,  is  one  of  the 
best  (pi.  84).  Each  of  the  five  figures  is  in  itself  admirable  and  the  rustic 
with  his  fat  cheeks  is  a  hero  of  Rabelais,— nay,  the  very  incarnation  of 
Flemish  vagabonds,  the  Flemish  Falstaff. 

The  various  versions  of  Twelfth  T^ight  (Le  J{oi  hoit)  show  the  same 
identification  of  the  master  with  his  race.  The  two  versions  have  a  con- 
centrated savour  of  low-life,  of  enjoyment  run  wild,  and  intentional  scuril- 
ity,  and  the  smaller  is  one  of  the  most  extraordinary  genre  pictures  in 
existence  (pi.  85).  Some  believe  they  recognise  Jordaens  himself,  at  the 
side,  as  a  pot-boy  shouting  at  the  top  of  his  voice.  Rich,  living  in  a  splendid 
house,  he  remained  «  of  the  people  »  and  his  wife  Catharine  van  Noort 
still  more  so,  as  shown  by  tell-tale  police  records.  The  parents-in-law, 
the  wife,  children,  nieces,  and  pupils  of  the  painter  are  also  supposed  to  figure 
in  these  monstrous  orgies.  In  any  case  Jordaens,  in  his  Banquets  found 
suitable  models,  and  he  also  had  an  appropriate  manner,  imitated  perhaps  from 
Caravaggio's  actors  and  musicians.  Generally  he  was  deficient  in  style.  The 
great  picture  he  painted  in  i63a  for  the  Hall  of  Triumph  in  the  Maison  au 
Bois,  at  the  Hague,  is  a  striking  work  but  it  lacks  moderation  and  unity. 
There  are  three  sketches  for  it;  our  Gallery  has  the  best  (pi.  83).  It  a  is  dash 
of  genius,  a  splendid  «  hit  or  miss  ».  Jordaens  would  have  risen  to  the 
height  of  that  master-decorater,  Rubens,  if  he  had  preserved  the  sublime 
and  rythmic  vehemence  of  this  sketch  in  his  picture  in  the  Hall  of  Triumph. 


By  his  fertility  Gaspard  de  Crayer  (born  Antwerp  i582,  died  Ghent  1669) 
is  in  the  first  rank  of  the  painters  who  hurriedly  produced  innumerable  reli- 
gious pictures  during  the  time  of  Albert  and  Isabella.  At  eighty,  he  was 
still  painting.  But  for  Rubens,  who  swept  them  into  his  orbit,  these  secon- 
dary artists  might  have  relapsed  into  Roman  affectations.  They  owe  their 
sure  treatment  of  monumental  art  to  Peter  Paul.  The  sixteen  canvasses  in 
this  Gallery,  some  very  large,  show  Crayer's  somewhat  empty  rhetoric  and 
agreeable  colouring.  We  seek  in  vain,  in  his  Miraculous  Draught  of  "Fishes 
(pi.  86)  formerly  in  the  Fishmongers  Hall,  Brussels,  the  manly  accent,  the 
peerless  muscular  rhythm  which  Rubens  stamped  on  the  altar-piece  of  the 
Fishmongers  of  Malines,  but  the  work  of  the  satellite  is  redeemed  by  a  lumi- 
nous marine  view  with  a  setting  sun. 

Antoine  Sallaert  (born  at  Brussels  about  1590,  died  after  1647),  a  friend, 
perhaps  a  collaborator  with  Rubens,  painted  portraits,  religious  subjects  and 
processions.  A  JHassacre  of  the  Innocents  is  attributed  to  him  which  would  make 
him  a  rival  of  Franz  Floris.  It  is  as  a  painter  of  processions  that  he  will  be 
most  appreciated  here.  In  161 5,  the  Infanta  Isabella  brought  down  the  bird 
at  a  shooting  match  of  the  Grand  Archery  Club  of  Notre-Dame  du  Sablon; 
six  young  girls  of  the  parish  received  dowrys  in  memory  of  this  sporting 
achievement;  and  the  Archduchess  asked  Sallaert  to  depict  this  memorable 
shot,  and  to  paint  the  six  maidens  followed  by  nobles,  musicians,  in  fact  all 
the  Court  (pi  87). 

Theodore  van  Loon  (born  at  Brussels  about  1590,  died  about  i678)  escap- 
ed the  influence  of  Rubens  and  fell  under  that  of  the  opponents  of  Reform  in 
Bologna  and  Rome ;  his  colouring  is  opaque,  his  manner  cold,  but  very  reli- 
gious, and  more  distinguished  than  in  the  majority  of  the  disciples  of  Peter 
Paul.  His  chief  work  is  the  decoration  of  the  church  of  Montaigu;  it  was 
fitting  that  he  should  be  employed  in  this  monument  of  northern  neo-catho- 
licism.  His  Assumption  in  the  Gallery  (pi.  88)  is  pure  Guercino,  scarcely 
betraying  the  Fleming. 

The  Family  Group  of  Cornelis  de  Vos  (born  at  Hulst  1584,  died  at 
Antwerp  i65i )  in  which  the  artist,  his  wife,  and  two  little  girls  are  represent- 
ed, is  the  masterpiece  of  a  good  painter  who  here  is  equal  to  the  best  (pi,  89). 
Smiling  under  his  tawny  beard,  with  frank  eyes  under  the  light  lashes,  he 
personifies  the  great  Antwerp  masters  with  dignity  and  good  humour.  His 
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wife  Suzanna  Cock  is  trying  rather  stiffly  to  imitate  the  attitude  of  certain  of 
van  Dyck's  great  ladies.  The  two  girls — who  are  again  seen  in  a  picture  in 
Berlin — are  true  Antwerp  children,  as  shown  by  their  holiday  dress,  enriched 
with  coral  and  lace.  Sumptuous  and  peaceful,  this  picture  immortalises  a 
family  devoted  to  domestic  virtue  and  respectability.  The  models  of  Cornelis 
de  Vos  would  not  earn  the  praise  of  Hegel ;  however  well  they  are  dressed, 
«  they  are  not  ready  to  appear  in  public  »,  and  remain  impassive  under  the 
master's  eye.  He  indeed  succeeds  in  fixing  them — as  in  this  Brussels  picture 
— with  technical  beauty,  and  a  decorative  richness  in  which  all  the  splendour 
of  Antwerp  colouring  is  concentrated.  Few  portrait  painters  in  the  Gallery 
show  anything  equal  to  this  genial  group.  Neither  DoufFet,  van  Lint  nor 
Jan  de  Reyn  can  be  compared  to  him. 

Pieter  Meert  (born  at  Brussels  1610,  died  1669)  is  the  painter  of  that 
powerful  work  :  The  'Elders  of  the  Fishmongers  Corporation  where  the  smooth 
methods  of  the  XVIth  century  are  continued  in  the  service  of  the  free  and 
accurate  observation  of  the  XVI  Ith  (pi.  90). 

The  animal  and  still-life  painters  are  numerously  and  brilliantly  repre- 
sented :  Snyders,  Fyt,  Paul  de  Vos,  van  Utrecht  (pi.  82),  and  Pieter  Boel 
(pi.  83).  An  heroic  soul  was  Snyders  (born  Antwerp  1579,  died  1657). 
Our  Stag  Hunt  is  a  drama,  in  the  same  sense  as  Rubens'  hunts,  in  which 
Snyders  collaborated  too  often  not  to  reproduce  them  in  his  own  works;  the 
stag's  bones  seem  to  crack  under  the  dogs'  teeth.  The  study  of  Stags  and 
Hinds  (pi.  92)  shows  the  painter's  love  of  animals,  and  his  conscientious 
methods  of  work.  He  paints  broadly,  like  Rubens,  adopts  similar  high 
reliefs,  and  we  can  understand  Peter  Paul's  liking  for  a  collaborator 
so  like  himself  in  hand  and  heart,  if  not  in  talent.  The  great  Garland 
of  "Fruit  and  Vegetables  (pi.  93)  round  a  grisaille  of  a  head  (in  place  of  this 
bust,  there  was,  some  years  ago,  a  Sevres  vase  skilfully  done  by  a  modern 
painter,  1  think  Vollon)  is  one  of  the  best  paintings  of  still-life  by  Frans 
Snyders.  One  can  hardly  designate  as  still-life  such  a  canvas  as  the  Larder 
filled  with  gargantuesque  game,  fish,  lobsters,  and  fruit,  looking  like  a  for- 
midable rhapsody  on  the  joy  of  living.  Snyders'  studio  was  one  of  the  busiest 
in  Antwerp.  Rubens,  Jordaens,  van  Thulden,  Abraham  Janssens,  all  applied 
to  the  great  animal  painter;  and  he  in  turn  appealed  for  figures  to  Rubens, 
Cornelis  de  Vos,  Jan  Boeckhorst.    Finally  he  formed  masters  like  Fyt  and 
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Pieter  Boel.  Jan  Fyt  (born  at  Antwerp  1611,  died  1661)  as  a  painter  of 
dogs  is  unequalled,  a  painstaking  analyst— and  chronicler  also— of  furred  and 
feathered  game,  and  a  subtle  colourist.  The  two  Cart-Dogs  in  his  fine  picture 
(pi.  94),  one  showing  his  teeth,  the  other  scratching  himself  lazily,  are  life 
itself :  the  rays  of  a  setting  sun  and  the  deadened  gleam  of  a  peacock's  feathers 
emphasize  in  this  work  a  chiar  oscuro  which  might  have  been  stolen  from 
Rembrandt.  Sometimes,  but  not  in  any  picture  here,  the  exquisite  silver- 
grey  tones  of  Fyt  remind  us  of  Oudry.  In  any  case  the  Flemish,  as  animal 
painters,  are  the  masters  of  the  French  and  English  of  the  XVI  11th  and 
XlXth  centuries,  as  van  Dyck  is  the  father  of  modern  portraiturs  in  France 
and  England.  Paul  de  Vos  (born  at  Hulst  about  1590,  died  at  Antwerp 
1678),  a  younger  brother  of  Cornelis,  often  rivals  his  brother-in-law  Snyders 
in  fire,  rhythm,  and  technical  accomplishment ;  we  have  two  important 
examples  in  the  Gallery,  a  Stag  Hunt  of  splendid  energy  and  a  Horse  devoured 
by  Wolves,  of  the  finest  wild,  tawny  colouring  (pi.  95). 

In  the  history  of  Flemish  landscape  of  the  XVI  1th  century,  Rubens  holds 
a  central  position.  He  had  broken  with  the  conventions  which  even  such 
original  masters  as  Paul  Bril,  R.  Savery,  and  «  Velvet  »  Breughel  could  not 
overcome,  and  shown  two  roads  to  contemporary  landscape-painters.  On 
one  side  were  the  decorative  compositions  of  Jacques  d'Arthois  (born  at 
Brussels  161 3,  died  i665)  and  after  him  the  brothers  Cornelis  and  Jan 
Baptiste  Huysmans.  Jacques  d'Arthois'  style,  much  appreciated  by  the  deco- 
rators of  his  time,  is  shown  in  his  Decorative  Landscape  (pi.  96).  Cornelis 
Huysmans  (1648-1727)  in  his  Wily  Landscape,  aims  at  imitating  Salvator 
Rosa  rather  than  his  master  Jacques  d'Arthois;  Jan  Baptiste  Huysmans 
(1654-1717)  often  confounded  with  his  brother,  remains  nearer  the  sentiment 
of  his  native  land  in  his  Landscape  with  Animals.  But  Rubens  also  taught  us 
to  admire  the  peaceful  and  real  aspect  of  rural  Flanders.  It  is  correct  to  say  of 
him  :  «  He  was  the  first  to  see  nature  as  she  is,  beautiful  in  herself,  every- 
where and  always  »  (Max  Rooses).  His  "Farm  atLaeken  (Buckingham  Palace) 
is  the  first  page  of  the  history  of  modern  landscape.  Jan  Siberechts  (born 
at  Antwerp  1627,  date  of  death  unknown)  had  thus  a  precursor  in  Flanders. 
Siberechts  painted  houses  and  country  scenery  with  a  simplicity  and  realism 
which  do  not  reappear  till  two  hundred  years  later.  We  possess  two  impor- 
tant numbers  of  the  still  inadequate  list  of  his  works :  a  "Farmyard  and  the 
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Departure  for  the  Market  (the  gift  of  Mr.  Ch.  L.  Cardon).  The  female 
figures  in  the  second  (p).  97),  one  with  a  yellow  bodice,  the  other  with  a 
broad  bluish  belt,  might  be  signed  by  Vermeer  of  Delft.  Siberechts  owes 
much  to  the  teaching  of  certain  Dutchmen.  He  owes  still  more,  not  to 
Rubens'  style,  but  to  the  love  of  truth  taught  by  the  immortal  lord  of  the 
Steen  of  Elewyt. 

* 

»  » 

How  can  we  analyse  even  briefly  the  minor  Flemish  painters  of  the 
XVI  Ith  century?  Denis  van  Alsloot  (born  at  Brussels  about  1 570,  died  between 
1620-1626)  was  the  chronicler  of  the  Brussels /e7e5,  before  Sallaert.  In  six 
great  canvasses  (two  in  Madrid,  two  at  South  Kensington  and  two  lost)  he 
painted  the  celebrated  Ommeganck  or  procession  of  Notre- Dame- du- 
Sablon,  where,  behind  the  miraculous  statue  of  the  Virgin,  march  the 
clergy,  the  mayor,  archers,  trade-guilds,  the  Brussels  giants,  the  horse 
Bayard,  and  huge  chariots  (pi.  98).  The  two  examples  in  Brussels  are  only 
replicas.  We  have  however  the  Tite  at  Tervueren  by  the  Brussels  painter, 
which  not  only  satisfies  the  curiosity  of  folk-lore  students,  but  amuses  the 
eye  by  the  lively  spectacle  of  mules  with  plumes  on  their  heads,  coaches, 
pretty  women  and  ogling  cavaliers;  of  common  folk  loaded  with  eatables, 
horsemen  plunging  into  the  water,  the  privileged  guests  squeezed  together 
in  the  green  enclosures,  crossbowmen,  soldiers,  and  clowns.  The  art  of 
Sebastian  Vrancx  (born  at  Antwerp  i5y3,  died  1647)  is  similar  to  this. 
A  pupil  of  Adam  van  Noort,  like  Rubens  and  Jordaens,  Vrancx  visited  Italy, 
perhaps  twice,  and  returned  with  the  taste  for  fine  architecture.  Invested 
with  the  dignity  of  a  Captaincy  in  the  Antwerp  Civic  Guard,  he  painted 
warlike  scenes  and  crowded  markets  after  the  traditions  of  Bruegel  the 
Elder  and  Roland  Savery.  His  Horse  Market  (pi.  99)  is  like  a  Philip 
Wouwermans,  less  masterly  but  more  popular.  Vrancx  had  as  his  pupil, 
that  excellent  battle  painter  Pieter  Snayers  who  was  himself  the  master  of  the 
great  painter  van  der  Meulen.  Vrancx  as  a  lover  of  architecture  is  revealed 
in  an  Interior  of  the  Jesuit  Church,  Antwerp  (Vienna).  We  have,  of  this  same 
church,  an  Interior  by  von  Ehrenberg,  a  German  painter  settled  in  Antwerp 
where  he  died  about  1676,  after  having  worked  much  with  Coques,  Biset, 
J^rdme  Janssens,  H.  van  Minderhout,  etc.     The  work  of  von  Ehrenberg, 


4» 


enlivened  by  figures  by  Jdrdme  Janssens,  is  brilliant  and  certainly  truthful. 

We  recall  the  words  of  a  Jesuit  father  present  in  this  church  in  1622 
during  the  fdtes  which  celebrated  the  canonisation  of  Saint  Francis  Xavier  : — 
«  The  magnificence  of  the  interior  of  the  edifice  causes  us  to  think  of  the 
celestial  habitations  ».  And  the  minute  reproduction  on  the  altar  of  the 
Miracles  of  Saint  Ignatius,  now  in  Vienna,  is  a  sad  reminder  of  the  decora- 
tions by  Rubens  now  destroyed  or  dispersed. 

Teniers  II,  Brauwer,  van  Craesbeek,  Coques,  Biset,  van  Tilburgh  made 
an  illustrious  phalanx  at  Antwerp.  David  Teniers  II  (born  at  Antwerp  1610, 
died  at  Brussels  i6c)o),  a  pupil  of  his  father  and  of  Rubens,  an  official 
painter  and  wonderfully  prolific,  is  represented  in  the  Gallery  by  a  historical 
work  of  mediocre  quality  :  the  Gallery  of  Archduke  "Leopold  William,  by  a  few 
insignificant  pictures  {a  Tarm,  a  "Landscape,  Portrait  of  a  man),  a  celebrated 
and  large  J^ermesse  (pi.  102),  and  three  gems  :  the  Vive  Senses  (pi.  100),  the 
Village  Doctor  (pi.  101),  the  Temptation  of  Saint  Jlnthony  (pi.  104).  "When 
Teniers  works  carefully,  as  in  these  three  little  masterpieces  his  effects  are  as 
refined  as  those  of  the  best  Dutch  artists,  while  leaning  towards  the  full  light- 
ing of  Rubens.  The  draperies,  wine  coloured,  blue,  and  red,  in  the  Tive 
Senses  are  broken  with  the  most  ingenious  art,  and  the  inquisitive  monkey 
in  the  foreground  stands  for  the  signature.  The  Temptation  occurs  in  a 
grotto  with  beautiful  pearly  perspectives;  the  smiling  anchorite,  the  temptress 
in  full  array,  the  witch  in  profile  standing  against  the  light  and  filling  in  a 
corner,  the  imps  looking  like  Flemish  familiars — it  is  Teniers  of  the  first 
rank.  His  Temptation,  in  Berlin,  where  the  temptress  and  the  witch  with 
the  broom  reappear,  is  not  better.  Teniers  lived  near  Vilvorde,  at  the 
chateau  of  Perck,  which  he  has  often  reproduced  in  his  pictures,  for  instance 
in  our  J^ermesse.  The  towers  of  the  chateau,  like  the  gable  of  the  big  inn, 
stand  out  from  the  golden  haze  of  a  summer  day;  the  air  is  full  of  the  good 
humour  of  Brabant  fetes.  But  where  is  the  warmth  of  Rubens,  and  can 
Teniers  be  ranked  as  high  as  Diderot  placed  him? 

It  is  impossible  to  obtain  a  fair  idea  of  Adrian  Brauwer  (or  Brouwer, 
born  at  Audenarde  j6o5,  died  at  Antwerp  i638)  from  his  two  tiny  pictures 
in  this  Gallery  :  The  Tlute  Player,  and  the  Drinkers  (pi.  Jo3).  This  pupil 
of  Franz  Hals,  this  painter  of  smoke-infected  inns  from  whom  Rubens  bought 
seventeen  pictures,  was  the  greatest  genre  painter  of  his  day  (including 
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Teniers,  Adriaen  van  Ostade  and  Jan  Steen)  and  deserved  Cornells  de  Bie's 
emphatic  compliment  :  «  He  was  in  his  day  the  phoenix  of  painting  ». — "With 
Josse  van  Craesbeek  (born  about  1606,  died  about  i635),  a  baker  of  Neer- 
linter  of  whom  Brauwer  made  a  companion  and  pupil,  we  still  remain  in 
the  public  house,  sometimes  among  riff-raff  smelling  of  «  cervoise  »,  a  kind 
of  herb  beer,  and  again  with  free  and  honest  comrades,  such  as  are  shown 
in  our  Discussion  (pi.  104),  where  the  painter  compensates  for  his  weakness 
in  chiar'oscuro  by  his  diffused  and  lavish  high-lights. — Gonzales  Coques 
(born  at  Antwerp  previous  to  1618,  died  there  in  1684)  is  less  a  painter  of 
genre  than  of  portraits ;  he  only  associates  with  good  society,  as  shown  in  our 
Duef  (pi.  Jo5)  which  depicts  two  members  of  the  Roose  family  with  such 
mastery  that  we  can  understand  the  enthusiasm  of  French  XVlIIth  cen- 
tury writers  for  this  minor  master.— Charles  E.Biset  (born  at  Malines  i633, 
died  at  Breda  1682),  a  pupil  of  Coques,  resided  in  Paris  and  Antwerp; 
his  finest  work  is  the  grave  but  fanciful  picture  :  William  Tell  and  the  Antwerp 
Guild  0/  Saint  Sebastian  [p].  106),  where  the  landscape  is  by  Immeraet  and 
the  architecture  by  von  Ehrenberg.  The  Brethren  have  the  austerity  of 
judges  of  Richelieu's  time;  Biset,  when  painting  them,  appears  to  have  had 
in  mind  the  models  of  Philippede  Champaigne.  In  parts— the  standard  bearer, 
the  messengers,  Tell  and  his  son— the  work  has  a  refined  play  of  colour.— 
Gilles  van  Tilborgh,  a  native  of  Brussels  (born  about  1625,  died  1676)  is 
a  pupil  of  Teniers  II  who  retains  his  individuality  and  we  like  his  Fam«7y  where 
music,  and  literature,  and  pictures,  are  cultivated,  lace  and  beautiful  mottos 
are  to  be  seen  :  Concordia  res  parvae  crescunt;  discordia  maximx  dilahuntur. — 
David  Ryckaert  (161  a- 1661)  is  also  a  pupil  of  Teniers  ;  four  pictures  in 
the  Gallery  show  us  his  skill  in  domestic  scenes,  and  the  monotony  of  his 
greyish  tints. 

A  word  on  the  three  great  exiles  :  Philip  de  Champaigne,  Suttermans, 
and  van  der  Meulen.  Philip  de  Champaigne  (born  at  Brussels  1602,  died  in 
Paris  1674),  used  to  sign  himself  Champaigne,  though  on  the  baptismal 
registers  of  Sainte-Gudule,  his  father  is  called  the  son  of  Henric  Shampaine; 
he  is  one  of  the  glories  of  our  XVI  1th  century.  His  apprenticeship  was 
nearly  completed  when  he  went  to  France  in  1621.  He  retained  the 
memory  of  his  native  city  all  his  life,  and  returned  to  mourn  the  death  of 
his  son,  from  a  fall,  at  the  age  of  sixteen.     In  him  some  of  the  qualities  of 
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our  old  mystic  painters  revived,  loftiness  of  character,  nobility  of  soul,  purity 
of  faith.  Devoted  to  great  religious  works,  he  became  the  interpreter 
of  the  Anti-reformers  in  France,  and  was  the  painter  of  Port-Royal  as 
Racine  was  later  its  poet.  We  have  here  a  Saint  Ambrose  by  him,  in  a 
Rubens-like  cope;  a  Saint  Stephen,  as  elegant  as  a  van  Dyck,  as  suave  as  a 
Lesueur ;  a  Presentation  in  the  Temple  (pi.  109)  hard  and  cold  in  colour,  a 
christian  subject  in  a  classical  setting;  finally  his  Portrait  of  himself  (pi.  107) 
dated  1668,  which  betrays  in  the  smiling  lips  and  eyes  some  remnant  of 
Brussels  joviality  in  the  austere  painter  of  Jansenism. — Of  Justus  Suttermans 
(born  at  Antwerp  1597,  died  in  Florence  1680)  our  Portrait  of  a  TVarrior 
(pi.  to8)  cannot  be  compared  with  his  two  fine  works  :  the  wonderful  royal 
youth  TKaldemar  of  Denmark  and  the  "Divinus  Galilaeus,  cceli  maximus  spectator, 
both  in  Florence ;  but  it  is  a  good  piece  of  portraiture  of  the  last  Medicis, 
by  the  clever  Fleming  who  was  one  of  the  teachers  of  Cittadini,  Baciccio, 
and  Carlo  Maratta.— By  van  der  Meulen  (born  at  Brussels  i632,  died  at 
Paris  )  690),  is  the  Siege  ofTournai,  enveloped  in  the  most  truthful  atmosphere, 
showing  us  that  this  great  battle-painter,  known  at  the  court  of  the  Roi-Soleil, 
as  Monsieur  deMelun  was  a  colourist  and  landscape  painter  by  right  of  birth. 

* 

With  Gilles  Smeyers  (i635-j7)o),  Gerard  Lairesse  (1640-1711),  Nicolas 
La  Fabrique  (died  after  1736),  Andre  Lens  (1739-1822)  and  Pieter  Verhagen 
(1738-181 1)  we  enter  a  realm  of  shadows;  they  still  await  a  little  light 
and  justice.  The  attribution  to  the  Namur  painter  La  Fabrique  of  the 
Cashier  (pi.  109)  is  disputed;  it  is  monotonous,  but  truthfully  felt.  The 
Raphaelism  of  the  Liege  painter  Gerard  Lairesse  is  betrayed  by  an  imitation 
of  the  Jieliodorus  in  a  "Death  ofPyrrhus  which  does  not  tempt  us  to  forgive 
this  tiresome  imitator  for  his  diatribes  against  Rembrandt,  who  painted 
his  portrait 

In  his  mythological  and  biblical  subjects,  Andre  Lens  reconciles  national 
memories  with  the  delicate  impressionism  borrowed  from  the  French  masters; 
the  result  is  a  style  without  character,  but  nevertheless  personal,  where 
soft  nude  flesh  is  carefully  modelled  and  bathed  in  a  luminous  atmosphere. 
Lens  is  an  Antwerp  Mengs,  and  some  of  his  female  figures— such  as  the 
pretty  nymph  in  the  Offering  to  Bacchus  (p).  110)  are  a  foretaste  of  the 
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voluptuous  grace  of  Prud'hon.  I  confess  to  having  once  v^rougly  regarded 
Lens  as  an  insupportable  degenerate.— Pierre  Verhagen,  the  painter  of  Lou- 
vain  monasteries,  the  last  of  our  great  church  decorators,  is  violent  and 
coarse;  but  his  colour  lives.  See  in  his  Disciples  at  Emmaus  (pi.  i  i  i),  the 
purple  mantle  of  Christ,  the  snow-white  table  cloth,  all  those  materials  with 
metallic  reflections,  and  the  Turkish  picturesqueness  of  the  turbaned  servant. 
A  sacred  spark  smoulders  in  Verhagen's  art,  it  heralds  the  sun  of  the 
resurrection. 


DUTCH  PAINTING  OF  THE  XVllth  CENTURY. 

The  Dutch  collection  in  the  Brussels  Gallery  consists  of  about  two  hundred 
examples,  an  imposing  figure  where  the  total  of  national  works  hardly  exceeds 
the  double.  This  collection  has  no  special  importance,  but  even  Dutch 
amateurs  are  glad  to  see  it  :  It  is  varied  and  pleasing,  and  shows,  in  more 
than  a  hundred  pictures  by  various  masters,  all  the  qualities  of  beautiful 
technique,  subtle  lighting,  peaceful  and  indefinable  charm,  which  are  the  chief 
merits  of  the  great  Dutch  school  of  the  XVllth  century. 

Frans  Hals  (born  at  Antwerp  or  Malines,  of  Harlem  parents,  about 
i58o,  died  at  Harlem  1666),  the  painter  of  warm  and  joyous  Dutch  character, 
has  not  the  smallest  intellectual  emotion.  He  is  the  founder  of  a  great  genre 
school.  Personally,  he  expends  his  unfailing  good  humour  on  portraits 
which  would  form,  it  is  said,  the  richest  illustration  of  a  monograph  on 
laughter.  His  Professor  Jan  Tioornebeek  (pi-  112)  does  not  laugh;  he  has 
barely  a  smile— in  the  eyes.  Is  there  a  rule  without  an  exception?  On  the 
other  hand  one  finds  in  this  work  all  the  characteristics  of  the  master's  un- 
hesitating technique.  The  Goncourts  wanted  to  see  masterpieces  painted 
of  our  modern  black  clothes.  Had  they  seen  the  gown— and  especially  the 
book  and  hair — of  this  Leyden  Professor  ?  Everything  is  black  and  it  looks 
as  if  painted  yesterday.  The  hand  that  painted  the  portraits  of  the  J{egents 
of  the  Harlem  Hospital,  and  this  portrait,  which  is  of  about  the  same  date, 
is  that  of  a  Manet — a  Manet  of  the  XVllth  century,  as  modern  as  the 
Manet  of  the  Dijeuner  sur  I'herbe.    Our  W^illem  van  Heythuysen,  founder  of  a 
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hospital  at  "Harlem  (pi.  1 13)  who  tilts  his  chair  so  cavalierly,  does  not  laugh 
either;  this  booted  and  spurred  personage,  who  clenches  his  fist  on  his  crop, 
must  have  been  an  impatient  sitter.  Frans  Hals  must  have  hurried  more  than 
usual  to  capture  this  beautiful  sketch,  so  swift,  so  broad;  one  seems  to  see 
the  elasticity  of  the  muscles  in  movement. 

Our  Gallery  possesses  no  remarkable  portrait  from  the  school  formed  by 
the  great  Harlem  painter.  "We  have,  on  the  other  hand,  some  pretty  examples 
of  his  school  genre  :  a  brilliant -/|FfMs/c  Party  by  Anthonio  Palamadesz  (did 
Meissonier  himself  ever  paint  a  figure  to  compare  with  the  elegant  smoker 
looking  at  us?),  four  by  Molenaer  and  as  many  by  Adriaen  van  Ostade. 
Of  this  latter  (born  at  Harlem  i6)0,  died  i685)  the  Jnn  is  excellent,  and  the 
Weaver  J{esting  is  a  chef-d' oeuvre  of  golden  light  beautifully  diffused  and  of 
quite  infectious  quietude  (pi.  i  14).  The  eye  rests  with  pleasure  on  the  light 
on  the  stained  of  the  walls,  and  the  loom,  marvellously  exact  and  life-like, 
assumes  the  importance  of  an  essential  feature.  After  the  van  Eycks  and  the 
Master  of  Merode,  who  possessed  the  same  eloquence  of  detail,  certain 
Dutch  painters  are  the  masters  of  the  life  of  inanimate  objects. 

The  sun  of  Rembrandt  (born  at  Leyden  i6o5,  died  in  Amsterdam  1689)  had 
for  some  time  shed  its  effulgence  on  the  Dutch  school  ere  the  humorous 
painters  became  popular.  It  is  known  that  at  first  the  master  painted  por- 
traits of  the  wealthy,  inspired  by  Thomas  de  Keyser  (1596- 1667)  and  all 
agree  that  Bartholemeus  van  der  Heist  though  younger  than 

Rembrandt,  suggested  to  him  the  first  idea  of  the  JSight  Patrol  by  his  Com- 
pany Of  J{oelof  Bicker  (The  Civic  Guard).  These  two  precursors,  to  whom 
Rembrandt's  genius  owes  nothing,  appear  in  our  Dutch  Gallery,  van  der 
Heist  with  two  woolly  portraits  of  the  end  of  his  career  (but  the  "Lady  with 
the  Spaniel  is  of  j658  and  the  red  and  black  satin  of  the  skirt  are  very  good); 
Thomas  de  Keyser,  with  two  small  female  portraits,  Margaret  and  "Eva 
Tredericx,  pleasant  and  honest  pictures  of  middleclass  puritanism,  and  a  por- 
trait of  Herman  Dircksz  van  de  J^olck.  of  neutral  colouring,  but  remarkable 
for  its  ease  and  sobriety  (pi.  1  i5).  Formerly  Rembrandt  was  credited  with 
the  Portrait  of  an  Old  Woman,  bearing  a  false  signature,  though  it  is  not 
entirely  unworthy  of  the  master  (Dutch  critics  place  it,  and  rightly,  appa- 
rently, to  the  credit  of  Abraham  van  Dyck,  died  j663).  As  regards  our  fine 
Portrait  of  a  Man  (pi.  n6)  so  simple  in  its  pose,  so  nobly  expressive,  so 
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subtly  clothed  with  diffused  light,  it  was  painted  by  Rembrandt  in  1641,  the 
year  his  son  Titus  was  baptised,  the  year  which  preceded  the  completion  of 
the  T^ight  Patrol,  and  the  death  of  Saskia.  The  general  tone  is  grey  and 
shrouded,  the  atmosphere  seems  saturated  with  sadness.  A  recent  hypothesis 
of  M.  Schmidt-Degener  sees  in  this  personage  Rembrandt's  brother-in-law, 
Franz  Coopal,  husband  of  Titia  van  Uylenburg.  The  portrait  of  this  lady, 
a  pendant  to  ours,  is  in  Buckingham  Palace.  Coopal  had  just  lost  his  wife 
when  he  sat  to  Rembrandt;  thus  the  melancholy  of  the  man  and  the 
mourning  character  of  the  portrait  are  explained. 

The  important  and  unequal  group  of  Rembrandt's  disciples  is  represented 
by  Govert  Flinck — Portrait  of  an  old  lady,  limpid  and  daintily  lighted,  and 
a  'Family  Group,  opaque,  and  in  fact  disputed  ;  Ferdinand  Bol,  with  a 
mediocre  figure  of  Philosophy,  and  four  portraits  of  average  merit,  among 
which  that  of  the  noble  Saskia  van  "Uylenburg  (pi.  1  17)  (did  she  think,  like 
the  comrades  of  Captain  Cock,  that  her  husband  did  not  do  her  justice?)  ; 
Aert  de  Gelder,  with  a  genre  scene  :  the  Gift,  where  the  Unequal  Love  of 
Metsys  is  repeated  in  more  luxurious  terms  and  with  a  more  artificial  ele- 
gance ;  Gerard  Dou,  with  a  small  T^ight  Scene  showing  him  sketching  a  cupid 
a  la  Duquesnoy;  and  with  a  Philosopher  (which  the  learned  Dutch  critics  prefer 
to  regard  as  by  Salomon  Koninck);  finally  by  Jan  van  Noordt  and  Nicolas 
Maes.  Of  this  latter  (born  at  Dordrecht  i632,  died  at  Amsterdam  1693)  a 
varied  collection  of  portraits  shows  both  the  ability  and  the  lapses.  We  must 
admit  that  his  Dreamer  (pi.  118)  is  an  admirable  work,  rather  void  of  idea, 
but  fluid,  and  unequalled  in  Dutch  painting  for  the  vigour  of  its  red,  green 
and  white  tones,  and  the  softness  of  their  gradation.  The  small  J{eader 
repeats  these  effects  on  a  smaller  scale.  It  is  not  quite  certain  that  Jan  van 
Noordt  was  Rembrandt's  pupil,  and  information  as  to  this  master  is  scarce. 
His  Drummer  (pi.  1  19)  is  rather  strange  in  its  brilliant  fancy;  perhaps  it  is  a 
sign  of  the  ties  which  united  Jan  van  Noordt  to  Rembrandt;  this  dwarf  with 
ribbons,  trousers  and  plumes,  of  which  there  is  a  pendant  at  Lyons,  is 
brother  to  the  puzzling  and  sparkling  female  dwarf  with  the  cock,  in  the 
T^Jight  Patrol.  The  works  of  Jan  van  Noordt  are  often  confused  with  those 
of  Govert  Flinck,  Gerbrandt  van  den  Eeckhout  and  Jan  Baptist  Weenix. 
It  is  to  this  last  that  the  Lady  at  her  Toilette  (pi.  1  20)  was  recently  accredited; 
now  rightly  restored  to  Jan  van  Noordt  by  M.  Kronig.    The  identity  of 
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handling  with  that  of  the  Drummer  is  obvious  (in  the  drawing  of  the  hands, 
the  heavy  shadows  in  the  flesh,  and  the  restless  lines  of  the  drapery).  The 
details  of  the  mise  en  scene  constitute  all  the  value  of  this  "Lady ;  the  pretty 
striped  skirt,  the  rug  on  the  table,  the  play  of  sunlight  on  the  walls. 

Gabriel  Metsu  belongs  to  Rembrandt's  school  through  his  master  Gerard 
Dou,  and  how  can  we  evoke  his  image  without  at  once  thinking  of  two  other 
«  little  masters  »  of  genius,  who,  with  him,  formed  a  distinct  trio  in  the 
Dutch  school  :  Terborgh  and  Pieter  de  Hooch?  These  are  the  princes  of 
diffused  effect.  Gabriel  Metsu  (born  at  Leyden  1629-30,  died  at  Amsterdam 
1667)  painted  portraits  and  popular  scenes,  but  epecially  excelled  in  a  genre 
of  expressive  and  beautiful  good  humour.  In  the  softness  of  the  shaded 
atmosphere,  the  faultless  execution,  the  subtlety  of  the  methods,  the 
pleasantness  of  an  interior  where  the  soft  reflection  of  light  is  like  a  smile,  his 
Collation  (pi.  120)  is  an  example  of  the  conscientiousness  of  the  Dutch  pain- 
ters, indifl'erent  to  the  world  when  they  paint,  a  conscientiousness  whence 
Kant  learnt  the  sources  of  contemplation  and  artistic  disinterestedness. — Of 
Terborgh  we  have  only  a  charming  small  portrait  of  a  man,  almost  a 
miniature;  of  Pieter  de  Hooch  nothing,  unless  it  be  a  female  figure  which 
M.  Bredius  attributes  to  him,  the  background  of  which  is  a  landscape, 
initialled  P.  D.  H. 

Jan  Vermeer  or  van  der  Meer  (born  at  Delft  i632,  died  j675)  may  be 
placed  next  these  three  masters  of  subdued  tones,  and  a  little  above  them. 
A  painter  of  genre,  women  are  the  chief  ornaments  of  his  art;  if  the  attitudes 
of  his  personages  are  quiet  and  discreet,  his  vivid  colouring  is  always 
pitched  in  a  high  key  even  in  the  purple  shadows,  and  his  lights  are 
emphasized  with  minute  touches,  as  in  the  modern  neo-impressionists.  None 
of  these  characteristics  appear  in  our  Man  with  a  hat  (pi.  121)  as  simple 
a  person  as  the  Syndics  of  Rembrandt.  But  this  Dutchman,  grave  and 
indifferent,  is  leaning  over  an  elbowchair,  with  a  carved  lion's  head— a 
chair  often  used  by  this  master;  the  painter  is  not  Rembrandt,  as  thought 
by  Smith,  relying  on  a  false  signature  since  removed,  nor  Maes,  as  was 
afterwards  believed,  nor  Jan  Victor,  as  stated  by  M.  Bredius,  but  Vermeer, 
as  maintained  by  A.  J.  Wauters,  despite  the  opposition  of  the  Dutch, 
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supported  by  German  opinions  (Mr.  Eduard  Plietzsch  among  others),  a 
Vermeer  who  remembers  the  black  tones  of  his  master  Care)  Fabritius, 
while  giving  them  subtler  beauty,  a  Vermeer  who  has  not  yet  systematised 
his  spotted  touches;  nor  has  the  work,  after  a  long  residence  in  England, 
lost  its  luminous  sparkle  by  having  passed  through  the  hands  of  the  British 
restorers. 

Metsu,  Pieter  de  Hooch,  Terburg,  Vermeer  of  Delft,  lead  us  into  good 
society,  or  at  least  among  people  who,  generally,  study  their  behaviour. 

It  is  not  so  with  the  turbulent  and  prolific  Jan  Steen  (born  at  Leyden  i6a6, 
died  1679).  But  whether  he  painted  drunkards,  boon  companions,  jovial 
fellows  with  doubtful  jokes,  or  merry  burghers,  he  sketched  a  scenario, 
and  gave  his  figures  purpose  in  their  action.  A  dramatist  is  a  moralist;  Jan 
Steen  is  one  in  his  way,  without  being  moral.  As  a  colourist,  he  enriched 
the  chiar'  oscuro  of  Adriaen  van  Ostade  with  warmer  and  more  varied  tones, 
and  the  Gallant  O^ering  (pi.  122)  is  one  of  his  best  works.  The  Twelfth 
T^ight  and  the  Operator,  bring  us  back  to  van  Ostade.  The  J{hetoricians , 
very  well  arranged,  are  hastily  executed,  without  however  being  patchy, 
which  sometimes  happens  to  the  great  Dutch  painters  of  farce.— Isaac 
Koedyck  (born  at  Leyden  1616-161 7,  died  at  Amsterdam  after  1677),  painter, 
navigator,  captain  of  the  India  Company,  would  merit  a  place  near  Pieter  de 
Hooch,  if  indeed  he  were  the  painter,  as  was  believed,  of  this  pretty  Interior 
(pi.  123),  where  the  light,  streaming  through  two  immense  windows,  rests 
on  the  hood  of  an  old  woman  seated  at  a  table.  But  at  present  the  Dutch 
critics  attribute  the  honour  of  this  picture  to  a  contemporary  of  Koedyck, 
Jacobus  Vrel  (of  Delft)  whose  works  are  very  rare. 

* 

♦  » 

It  was  the  great  van  Goyen  (born  at  Leyden  1  596,  died  at  the  Hague  i656), 
father-in-law  of  Jan  Steen,  who  with  his  sence  of  nature  and  realism,  created 
the  national  Dutch  landscape  school  of  the  XVI I th  century.  His  example  as  a 
marine  painter  was  not  less  followed.  We  have  his  Vie:w  of  Dordrecht  (pi.  1  24) 
which  can  neither  be  described  nor  criticized;  one  must  admire  it  as  being 
nature  itself,  only  bidding  the  soul  to  receive  such  truth  gratefully.— 
Jacob  van  Ruysdael  (born  at  Harlem  1628,  died  1682),  and  his  pupil, 
Meindert  Hobbema  (1638-1709)  also  took  their  inspiration  from  local  scenery. 
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the  first  with  a  severe  eloquence  which  only  his  contemporaries  failed  to 
understand,  and  which  after  his  death  was  considered  marvellous;  the  second 
with  a  rustic  charm  and  a  familiar  poetry  which  brought  him  almost  as 
much  fame  as  his  master.  Four  pictures  in  the  Gallery  bear  the  name  of 
Ruysdael ;  of  which  only  two  appear  to  us  worthy  of  notice  :  the  small  "Forest 
Glade  so  prettily  speckled  with  playing  light  (1  do  not  understand  the 
hesitations  of  the  catalogue)  and  the  great  decorative  canvas,  rather  dull  in 
effect  which  contains  figures  by  Adriaen  van  de  Velde.  But  still  more  worthy 
of  the  master  would  be  the  picture  of  the  Terry  Boat  (pi.  126)  where  the 
water,  trees  and  people  breathe  the  most  happy  calm,  a  masterpiece  which  a 
signature  hard  to  dispute  obliges  us  to  credit  to  Salomon  Ruysdael  (born 
at  Harlem  about  j6oo,  died  1670).  Thanks  to  this  "Ferry  Boat,  the  great 
nephew  shrinks  away  in  this  gallery  beside  his  uncle. — The  whole  of 
Hobbema  is  contained  in  our  "Plater  Mill  (pi.  1  25)  of  which  he  painted  several 
replicas,  and  we  would  not  undertake  to  guarantee  that  the  Tfarlem  TVoods, 
repainted  to  the  taste  of  j83o  by  Eugene  Verboekhoven,  carries  an  indis- 
putable date  and  signature. 

Aert  van  der  Neer,  Jan  Wynants,  Jacob  and  Philips  Koninck,  van  der 
Croos,  van  Kessel,  van  Hagen,  all  belong  to  groups  of  national  landscape 
painters. — Aert  van  der  Neer  (1603-1677)  they  say  travelled  by  post  chaise 
at  night  to  study  moonlight !  We  have  one  of  his  celebrated  moonlight  effects 
(according  to  M.  Schmidt-Degener  it  is  by  Jan,  his  son),  two  of  his  Fires 
as  well  as  a  picture  quite  unexpected  from  this  painter  and  quite  charming  : 
Winter  Pleasures.  The  attribution  to  J.  Koninck  (born  1616,  died  probably 
in  Denmark  after  J 707)  of  a  Panorama  is  disputed;  it  is  of  admirable  depth, 
the  most  delicate  light  illumines  the  canal  in  the  foreground,  and  the  marshy 
pools  in  the  distance,  the  horizon  softly  loses  itself  in  the  sky  in  the  middle 
of  the  canvas.  The  very  nature  of  Dutch  scenery  imposed  a  panoramic  view, 
on  its  painters.  Philips  Koninck  (1619-1688),  pupil  of  his  brother  Jacob  and 
of  Rembrandt,  is  a  good  interpreter  of  this  genre,  as  shown  by  our  "Fiew  in 
the  neighbourhood  of  Scheveningen  (pi.  127).  Who  can  tell  the  number  of 
places  round  Harlem,  Scheveningen,  Delft  and  the  Hague,  painted  by  the 
artists  of  these  various  towns  with  endless  changes  of  plain,  field,  copse, 
downs  and  distant  architecture  constantly  repeated? 

As  opposed  to  these  painters  of  the  fatherland,  Holland  has  a  school  of 


5o 


ItaJianist  landscape  painters,  lovers  of  ruins,  mountains,  waterfalls,  pictur- 
esque creeks,  rocks  and  classic  architecture.  Asselyn,  Jan  Both,  Berchem, 
Karel  du  Jardin,  Lingelbach,  Pynacker,  Soolmaker,  Begeyn,  and  others  (we 
merely  quote  the  catalogue)  wooed  the  south  persistently  and  successfull. 
They  have  one  common  bond  :  a  love  of  light.  There  are  few  Dutchmen 
who  have  not  felt  this,  but  here  it  is  a  question  of  bright  and  clear  light. 
The  romantic  tastes  of  Rembrandt  as  a  landscape  painter  justified  the 
inclination  of  these  masters  for  variety  in  the  picturesque;  but  it  is  the  sun 
of  Claude  le  Lorrain  which  lights  them.  Sometimes  the  two  currents — 
national  and  southern — are  mingled;  as  for  instance  with  Albert  Cuyp  (born 
at  Dordrecht  1620,  died  1691)  a  powerful  painter,  unrecognised,  like  Ruys- 
dael,  during  his  lifetime,  and  whose  variety  and  luminousness  were  not 
appreciated  till  the  XVI 1 1th  century.  We  have  a  Cow-house  by  him  with  a 
brown  and  a  black  cow,  a  small  picture  whose  velvety  redness  tells  us 
nothing  of  the  classic  aspect  of  his  art. 

* 

*  • 

Among  the  Dutch  marine  painters  there  are  none  that  arc  not  strictly 
national.  Jan  Blanckerhof  (born  at  Alkmaar  1628,  died  at  Amsterdam)  visited 
Italy,  and  Ludolf  Backhuysen  (born  at  Embden  i63),  died  at  Amsterdam 
1708)  crossed  the  Scandinavian  sea.  They  brought  from  North  and  South 
a  love  for  the  Swell  of  the  waves.  Of  L.  Backhuysen  the  Storm  on  the 
]\orwegian  Coast  is  a  piece  of  vast  and  violent  scenery,  learned,  theatrical,  and 
lifeless,  notwithstanding  the  dramatic  effect  of  a  rag  of  yellow  sky  swept 
by  the  tempest.  Everybody  will  prefer  the  Calm  Sea  (pi.  128)  deep, 
warm,  and  as  if  spell-bound,  by  Jan  van  de  Capelle  the  Younger,  a  friend 
of  Rembrandt.  The  sail  of  a  peaceful  barque  stands  out  in  sober  relief  against 
the  background  of  sky  and  sea.  It  is  a  typical  example  of  the  finest  Dutch 
marine  painting. 

Many  painters  of  architecture  add  to  the  charm  of  the  Dutch  school  of  the 
XVI  1th  century.  Dirk  van  Delen  (born  at  Heusden  i6o5,  died  at  Arne- 
muyden  1671)  might  be  called  the  Veronese  of  the  United  Provinces.  The 
ambition,  the  luxury,  the  classicism  of  his  architectural  inventions  are 
concentrated  in  his  Portico  of  a  Palace  in  this  Gallery.  How  much  more 
profound  and  touching  is  the  art  of  Emmanuel  de  Witte  and  Berckheyde  ! 
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The  first  (born  at  Alkmaar  1617,  died  at  Amsterdam  1692),  has  enriched  our 
Gallery  with  two  Church  Interiors  (pi.  i3o)  filled  with  pretty  little  figures, 
animated  by  an  essential  element,  namely  light.  The  JVew  Church  at  Delft  hy 
Hockgeest  (born  at  The  Hague  about  1600,  died  at  Delft  after  i652),  a  pre- 
cursor of  de  Witte,  already  promises  those  luminous  effects,  broken  by  the 
line  of  columns,  and  heightened  by  the  gleam  of  chandeliers  with  ser- 
pentine branches. — Of  Berckheyde  (born  at  Harlem  )638,  died  1698)  a 
pretty  view  of  Saint  Bavon's  Church,  Harlem,  (the  original  is  in  the  National 
Gallery  London)  is  not  equal  to  the  exquisite  picture  by  Vermeer  in  the 
Six  collection;  but  what  captivating  sincerity  we  find  in  this  bright  and 
luminous  canvas  !  * 

It  has  been  stated  that  «  animal  painting  had  its  greatest  triumphs  in 
Holland  »  (N.  Beets).  What  then  about  the  works  of  Snyders,  P.  de  Vos, 
J.  Fyt,  Rubens'  horses  and  van  Dyck's  dogs?  One  thing  certain  is  that  after 
the  J\ight  Patrol  nothing  is  more  celebrated  in  Holland  than  Potter's  Bull,  a 
study  so  representative  of  Dutch  conscientiousness  as  to  seem  symbolical. 
Of  the  works  of  Paul  Potter  (born  at  Enkhuizen  1625,  died  at  Amsterdam 
1647)  we  have  here  a  Pigsty  (pi.  129)  painted  by  that  prodigious  and  force- 
ful artist  at  29  years  of  age,  the  year  of  his  death  ;  a  golden  haze  floats  round 
the  sows  lying  heavily  in  a  shed,  and  stormy  clouds  threaten  in  the  back- 
ground. We  know  the  contrast  of  the  genius  of  Paul  Potter  with  the  bril- 
liant and  decorative  skill  of  the  painter  who  has  been  called  the  Raphael  of 
animals  :  Melchior  d'Hondecoeter  (born  at  Utrecht  j636,  died  at  Amsterdam 
1695).  He  has  three  important  works  in  the  Gallery.  The  eyes  in  the 
feathers  of  the  peacock  in  the  Entrance  to  the  Park,  knots  in  the  varnish- 
ed pitch  pine  to  which  the  Dead  Cock  is  nailed  (pi.  1  3o)  the  brilliant  handling 
of  the  fowls  surrounding  an  arrogant  Chanticleer  in  the  Crowing  Cock  are 
prodigies  by  this  Sanzio  of  the  barn-yard.  Himself  a  pupil  of  his  uncle 
Jan  Baptist  Weenix,  he  probably  taught  the  son  of  this  Jan  Baptist,  the 
impeccable  Jan  Weenix  (born  between  1640  and  1644,  died  1719)  whose 
Trophies  of  the  Chase  is  a  chef-d'ceuvre  of  loving  exactitude.^ — The  illustrious 
Philips  Wouwermans  (born  at  Harlem  1619,  died  j668),  a  pupil  of  his  father, 
of  Frans  Hals,  and  of  Wynants,  a  noted  painter  and  prolific  creator  of  troopers, 
hunters,  highway  robbers  (not  to  be  confounded  with  his  brother  and  imitator 
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Picter),  has  two  small  hunting  scenes  in  the  Gallery  in  his  usual  style,  at  once 
ponderous  and  rich.  Otherwise  captivating  is  the  art,  little  known  so  far,  of 
Jacomo  Victor,  Italianising  to  the  extent  of  translating  his  own  name,  but  as 
much  in  love  with  truth  as  the  most  Dutch  of  his  contemporaries.  His 
Study  of  Animals  in  the  Gallery  is  marvellous  for  the  truthful  positions  of 
animals  strangely  assembled,  for  the  freedom  of  his  brush-work,  the  sense 
of  brown  and  silvery  tones.  * 

It  only  remains  now  to  say  a  word  on  the  still-life  and  the  mannered  work  of 
the  decline.  In  the  Dutch-Belgian  dynasty  of  De  Heem,  Jan  Davidsz  (born  at 
Utrecht  1606,  died  at  Antwerp  j683  or  1684)  seems  a  master,  but  with  what 
imperturbable  dryness,  even  in  his  decorative  works,  such  as  the  large 
Vanitas !—PiztzT  Claesz  (born  about  1590,  died  at  Harlem  i66j),  the  father 
of  Nicolas  Berchem,  is  an  energetic  painter,  rustic  and  powerful ;  his  Dejeuner 
is  like  a  Beuckelaer  who  has  surpassed  himself. — We  may  say  of  van  Aelst 
(1626,  died  after  i683)  in  looking  at  his  Trophies  of  the  Chase,  what  was  said 
of  Gerard  Dou  :  «  Wonderfully  perfect  in  a  tiresome  genre  »,  and  this  may 
equally  be  said  regarding  the  works  of  the  Dutch  decadents  in  the  Gallery  : 
Mi^ris,  F.  Haagen,  Voys,  Ph.  van  Dyck.  I  would  however,  make  an  excep- 
tion in  favour  of  Netscher,  although  the  «  Netscher  »  here  :  Mary  Stuart, 
Princess  of  Orange,  is  the  work  of  Constantin,  son  of  the  famous  Caspar. 
It  is  an  affected  and  patrician  portrait  painted  in  a  delicately  broken  harmony 
of  blue,  a  figure  of  conventional  elegance,  pretty  and  refined,  before  which 
one  is  reminded  of  van  Dyck,  Peter  Lely,  Mignard  and...  Fernand  Khnopff. 


ITALIAN  AND  SPANISH  SCHOOLS,  -w^ 

The  greater  part  of  our  collection  of  Italian  masters  consists  of  the  works 
returned  by  the  French  Government  in  1802  and  181  1.  They  breathe  the 
taste  of  that  period,  which  is  not  ours.  But  the  ceiling  by  Veronese,  and 
the  Tintoretto  sketch  resist  all  changes  of  enthusiasm,  and  compensate  for 
the  loss  of  certain  national  works  retained  by  the  commissioners  of  the  First 
Republic.  , 
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Two  Italian  schools  reveal  their  greatness  in  the  Brussels  Gallery  :  those 
of  Venice  and  Bologna. 

By  one  of  the  early  painters  of  the  quattrocento,  born  in  Venice  itself, 
Carlo  Crivelli  (born  between  1430  and  1440,  died  after  1497)  we  have  two 
important  panels  :  the  Virgin  and  Child  and  a  Saint  Trancis  (pi.  f3i). 
They  are  fragments  of  a  triptych ;  the  central  part  consisted  of  this  Yirgin 
and  a  "Pieta  (in  the  National  Gallery) ;  the  Saint  Trancis  (a  wing),  had  as  its 
fellow  a  Saint  Peter  which  has  disappeared ;  and  below  the  altar-piece  a  pre- 
della  contained  twelve  apostles  (eight  are  preserved  by  Mr.  Cornwal  Leigh, 
London).  Our  Virgin  bears  the  inscription  :  Carolus  Crivellus,  venetus  pinsit, 
a  superfluous  signature;  the  energy,  hardness  and  style  of  Crivelli  declare 
themselves  in  these  panels.  They  lack  the  wreaths  of  fruit  in  which  this 
Venetian  rivals  Mantegna,  and  the  mosaic-like  brilliancy  of  the  chefs-d'oeuvre 
in  the  Brera,  where  Crivelli  so  well  justifies  his  Venetian  origin.  We  know 
the  part  played  by  Mantegna  in  the  final  emancipation  of  the  Venetian  school  ; 
allied  to  the  great  Paduan  is  Gasparo  Sacco  (XVJth  century)  to  whom  is 
attributed  the  large  panel  (a  variation  of  an  altar-piece  in  the  cathedral  of 
Viterbo)  showing  Christ  accompanied  by  Saint  Thomas  and  Saint  John  the 
Baptist  (pi.  1 32);  the  austere  and  archaic  style  carries  us  back  to  Cosimo 
Tura,  the  wreaths  of  fruit  held  by  two  remarkable  angels  betray  the 
influence  of  Mantegna. 

Two  male  portraits,  an  old  man  and  a  young  man,  show  but  feebly  the 
haughty  physiognomic  observation  of  Tintoretto  (born  at  Venice  i5j2, 
died  1594).  The  two  works  are  very  much  worn,  and  their  high  origin 
is  only  apparent  in  the  sobriety  of  the  attitudes  and  colours.  On  the  other 
hand,  in  the  sketch  of  the  Martyrdom  of  Saint  Mark  (pi.  i33),  the  nerves 
seem  to  vibrate  marvellously  through  the  paint;  behind  the  martyr,  is  a  sym- 
pathising spectator,  and  the  rosy  tones  are  of  the  most  tender  quality.  On 
both  sides  of  the  Piazzetta  the  crowd  disperses  in  frenzied  groups  (van  Orley 
had  the  same  idea  in  the  flight  of  Job's  children)  while  a  storm  bursts  over 
the  lagoon.  What  painter  can  fail  to  be  struck  by  the  manner  in  which  the 
chasuble  of  the  patron  of  Venice  makes  a  splash  of  colour  in  the  foreground? 
The  grey  harmonies,  the  eager  technique,  the  lengthy  height  of  the  figures 
are  so  like  El  Greco  that  the  Martyrdom  has  been  attributed,  without  startling 
improbability,  to  the  realistic  painter  of  «  spasms  of  life  and  soul  ».  But 
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their  methods  differ,  and  in  front  of  this  sketch  we  cannot,  as  with  the  Burial 
of  Count  Orgaz,  speak  of  «  oil-less  painting  ». 

Fromentin  says  of  the  great  Brussels  Veronese  :  «  He  is  out  of  his  element, 
his  colour  is  flat  and  shows  thinness,  his  style  rather  cold,  his  pomp  studied 
and  almost  stiff.  The  work  is  splendid  nevertheless,  in  his  fine  manner,  but 
Rubens  is  near  and  that  suffices  to  give  to  the  Venetian  Rubens  a  foreign 
accent  ».  The  work  appears  out  of  place  because  it  is  not  suited  for  the 
walls,  lights  and  neighbours  of  a  picture  gallery.  It  is  painted  for  a  ceiling 
(pi.  134).  Removed  by  the  French  in  c 797,  it  was  restored  in  j8ii;in  i860, 
by  order  of  the  Austrian  Government,  Signor  Giulio  Carlini  executed  a  copy 
of  it  to  replace  the  original  in  the  Hall  of  Ten  of  the  Doge's  Palace.  If 
Veronese  (born  Verona  iSiS,  died  Venice  i588)  could  return  to  life,  he 
would  not  regret  a  journey  to  the  land  of  Rubens,  but  only  the  wretched- 
ness of  our  homes  for  master  pieces.  Let  us  forget  the  surroundings  and 
contemplate  this  glorious  Juno  bending  from  a  golden  sky,  Venice  raising 
towards  the  goddess  the  most  beautiful  arm  in  the  world  ;  let  us  admire  the 
yellow  tones  of  the  dresses  enhanced  by  rosy  reflections,  the  blue  of  the 
scarves  and  the  transparent  shadows.  The  effect  as  of  tempera  painting,  the 
pompous  forms  are  explained  if  we  remember  the  spot  destined  for  this  great 
work.  We  believed  we  had  another  important  canvas  by  Paolo  Caliari ;  a  Holy 
"Family  with  a  Virgin  with  ideal  hands,  and  a  Saint  Catharine  with  golden  hair 
and  an  embroidered  robe  purely  Veronese.  According  to  Dr.  Corrado  Ricci 
this  work  is  by  a  son  of  Veronese,  Carletto  Caliari  (born  at  Venice  1572, 
died  1596);  this  Carletto  then  is  a  great  painter,  a  worthy  heir  to  the 
paternal  glory.  Unfortunately  his  Holy  Family  has  not  been  respected 
and  was  formerly  lengthened  above  and  below. 

Finally  we  must  seek  among  the  painters  of  Venice  and  the  neighbourhood 
for  the  author  of  this  ISobleman  (pi.  1  35)  with  red  silk  tights,  standing  squarely 
before  us,  his  left  hand  on  his  rapier,  the  right  holding  his  plumed  cap. 
The  catalogue  names  11  Moretto.  It  seems  to  us  that  we  may  approach 
the  lagoon  without  quitting  terra  firma;  without  accepting  any  responsibility, 
we  would  point  out  that  the  fortresses  in  the  background  resemble  the 
landscapes  of  the  master  of  Castel  Franco. — There  is  nothing  arbitrary 
in  affiliating  to  Venice  the  Genoese  painter,  G.  B.  Castiglione  (born  j6io, 
died  at  Mantua  1670)  who  was  influenced  by  van  Dyck,  but  no  doubt  very 
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much  impressed  by  the  masters  of  the  most  serene  city  during  his  stay  with 
the  Gonzaguas.  His  "Portrait  of  a  man  (pi.  i36)  with  a  brilliant  tawny  beard, 
high  colour,  black  cap,  and  red  cloak,  would  hold  its  own  among  portraits  by 
Bellini  and  Giorgione. 

Two  great  names  of  the  Venitian  XVlIIth  century  are  on  our  list;  Fran- 
cesco Guardi  and  Giovanni  Battista  Tiepolo.  By  Guardi  (Venice  171  1-1792) 
the  Ceremony  in  Saint  Mark's  was  one  of  a  series  representing  eight  fetes  in 
honour  of  the  Doge  Mocenigo  (the  other  seven  are  in  the  Louvre)  and  was 
returned  to  us  in  1 8  j  i .  It  is  a  work  of  most  discreet  and  refined  feeling;  the 
greys  and  golds  are  fused  in  cleverly  subdued  harmony.  Of  Tiepolo 
(born  at  Venice  1690,  died  at  Madrid  1770)  the  Immolation  of  Polyxena 
(pi.  i37)  is  a  poetical  tragedy,  and  the  lovely  victim  appears  happy  to  oflFer 
her  beautiful  body  to  Pyrrhus'  sword,  and  to  be  admired  by  the  elegant  servant 
dressed  in  tender  blue,  and  by  the  horseman  bearing  a  standard  heavy  with 
Venitian  splendour.  All  the  Venitian  esthetic  is  revealed  and  concentrated 
in  this  Homeric  scene. 

The  great  master  of  chiar'  oscuro  of  the  XVI th  century,  Michael  Angelo 
Amerighi,  surnamed  Caravaggio  (born  at  Caravaggio  1569,  died  at  Porto 
d'ErcoIe  1900)  has  an  Entombment,  a  work  of  his  youth,  according  to 
Dr.  Corrado  Ricci  (pi.  iSa);  it  is  a  work  of  robust  technique,  but  without 
great  dramatic  accent,  and  the  Gallery  has  another  Entombment  by  the 
Dutch  Caravaggio,  Theodore  van  Baburen,  where  the  splendid  vehemence  of 
the  school  is  better  seen.  We  know  that  notwithstanding  its  renown,  the 
art  of  Caravaggio  did  not  appeal  to  the  religious  exigencies  of  the  Anti- 
reformers,  which  found  its  pictorial  expression  in  the  learned  Bologna 
school,  the  Desiderosi  academy,  mother  of  modern  academies, 

Annibale  Carracci  (born  at  Bologna  )56o,  died  at  Rome  1609)  leader 
and  chief  of  this  Bolognese  school,  has  a  small  picture,  "Diana  and  Jlcteon, 
showing,  in  a  brilliantly  sketched  landscape,  the  debt  contracted  by  Rubens 
towards  the  Desiderosi.  Albano,  Guercino,  Guido  Reni,  followers  of  the 
Bologna  school,  accompany  the  Carracci.  The  Original  Sin  (pi.  1  38)  by  Fran- 
cesco Albano  (Bologna  1 578-j  660)  is  an  ambitious  work  where  the  eclecticism 
of  the  school  is  only  betrayed  by  a  reminiscence  of  the  Sixtine  chapel  in  the 
classic  figure  of  Adam;  the  innate  grace  of  the  painter  has  created  an 
Eve  of  seductive  charm. 
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The  Woman  taken  in  Adultery  by  Bartolomeo  Manfredi  (i  580-1617)  is 
midway  between  the  violence  of  Caravaggio  and  the  Bolognese  academism  ; 
the  realism  of  the  soldier  belongs  to  Amerighi ;  the  beauty  of  the  woman 
is  like  Annibale  Carracci's  work  (pi.  139). 

Mathias  Preti,  called  il  Calabrese  (born  at  Taverna  161 3,  died  at  Malta 
1699)  is  allied  to  Bologna  through  his  master  Guercino,  but  our  picture, 
]oh  visited  by  his  Triends  (pi.  139)  shows  his  affinities  with  Caravaggio. 
It  is  a  grand  composition,  picturesque  and  rude,  where  realism  is  subdued  to 
the  sense  of  composition  and  colour  which  Amerighi  possessed  without 
admitting  it.  The  red  cloak  of  the  turbaned  figure  is  one  of  the 
painter's  caprices  in  a  work  now  darkened  by  time  and  the  use  of  a  bituminous 
medium.  Such  works  in  their  freshness  must  have  roused  the  enthusiasm  of 
a  painter  like  Verhagen.  11  Calabrese  was  formerly  credited  with  that 
marvellously  animated  and  glowing  picture.  The  Trojan  women  blinding  Polym- 
nestor  by  order  of  Hecuba  (pi.  140).  Dr.  Ricci  now  proposes  to  ascribe  it  to 
Spagnuolo  (born  i665,  died  about  1760).  Is  it  not  rather  a  great  work 
of  the  famous  Luca  Giordano  (born  at  Naples  i632,  died  there  1705)?  The 
Trojan  woman,  with  straining  bust,  the  shoulder  bathed  in  light  and  whose 
rose  coloured  skirt  floats  over  a  vigorous  leg,  is  painted  like  the  figure  of 
Peace  in  the  great  Allegory  by  Luca  in  the  Prado,  and  the  female  flesh  in 
the  Brussels  work,  is,  as  in  that  at  Madrid,  bathed  in  a  radiant  atmosphere. 

* 

Though  born  at  Naples,  Domenigo  Puligo  (died  at  Florence  1527)  is  a 
Florentine  influenced  by  da  Vinci,  and  we  have  a  curious  edition  by  him  of 
Leonardo's  Leda.  Two  of  Correggio's  disciples  represent  unequally  the 
splendour  of  the  Parma  school  :  Francesco  Mazzuoli  (born  at  Parma  i5o3, 
died  at  Casalmaggiore  i54o)  who  was  an  eclectic  before  Bologna;  and 
Federigo  Barroccio  of  Urbino  (1528-1612)  whose  historical  importance  lies 
in  the  fact,  «  that  until  the  existence  of  the  school  of  Bologna,  he  was  the 
sole  representative  of  Correggio's  methods,  when  the  real  Parma  school 
had  abandoned  them  »  (Le  Cicerone).  The  Holy  "Family  by  the  Parmese  is 
unimportant.  On  the  other  hand,  our  great  canvas  by  Barroccio  The  Calling 
ofSaintPeter  and  Saint  Andrew  (pi.  141)  contains  the  great  qualities  as  a 
colorist  of  a  master  from  whom  Rubens  borrowed  the  red,  grey  and  ochre 
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glazes  of  his  Apostles'  mantles  (see  our  Jlssumpiion  of  the  Yirgin,  pi.  64)  and 
even  the  somewhat  emphatic  style  and  attitudes  of  his  sacred  personages. 

Five  Spanish  painters  are  on  our  catalogue  of  old  masters;  Sanchez  Coello 
the  aristocratic  pupil  of  Antonio  Mor  (born  about  j5i5,  died  about  1590) 
with  portraits  of  Margaret  of  Parma,  of  Margaret  of  Austria  (a  replica  of 
the  Mor  in  Madrid)  and  of  Joanna  of  Austria  (perhaps  these  three  pictures 
are  merely  by  a  disciple  of  Coello,  Antonio  de  Pereda  (1599-1669)  with  a 
Still-Life,  velvety,  sombre,  and  of  doubtful  authenticity;  Carreno  de  Miranda, 
successor  to  Velasquez  as  court  painter  (1614-1685)  with  an  Equestrian 
portrait  of  Charles  n ;  finally  Jusefe  Ribera  (born  at  San  Felipe  de  Jateva 
i588,  died  at  Naples  i656),  and  F.  J.  Goya  (born  at  Fuendetodos  1746,  died 
at  Bordeaux  1828).  The  Ribera  (pi.  142)  Apollo  flaying  Mar sy as  (signed  and 
dated  1637)  is  of  the  first  rank  for  the  boldness  of  the  composition  and 
attractiveness  of  the  colouring  (the  red  scarf  floating  at  the  god's  waist  is 
worthy  of  van  Dyck),and  the  Marsyas  reveals  the  Spanish  soul  of  the  painter. 
Why  is  it  that  the  originality  and  grandeur  of  Ribera  do  not  rouse  critics  to 
enthusiasm  so  much  as  the  works  of  El  Greco?  A  small  head  of  a  Young 
Girl  with  the  very  blackest  hair  and  eyes  is  rightly  attributed  to  Goya 
(pl.,43). 


THE  FRENCH   AND  ENGLISH   SCHOOLS  -vn*. 


In  the  gallery  on  the  ground  floor  are  certain  works  which  may  be  classed 
among  the  finest  of  the  French  XlXth  century  school  :  the  "Death  of  Marat  hy 
David  (pi.  146)  ;  Jlugustus  listening  to  the  JEneid  by  Ingres  (pi.  J 47);  Apollo 
slaying  the  Python  by  Delacroix  (pi.  148).  Before  we  study  them,  certain  other 
French  works,  of  an  earlier  date,  demand  our  attention  :  the  fine  Claude 
le  Lorrain  (1600-1689)  Jlenaeus  hunting  deer  on  the  coast  of  "Libya  (pi.  144) 
before  which  we  may  meditate  on  the  memorable  life  of  a  Romanised  French- 
man, to  whom  the  art  of  the  last  three  centuries  owes  so  much  (if  any  one 
doubts  the  affinities  of  Corot  with  Claude  le  Lorrain,  let  him  look  at  the 
rocks  and  silvery  trees  of  this  landscape);  the  ravishing  and  vaporous  little 
picture  by  J.  B.  van  Loo  (1684-1745)  Diana  and  "Endymion,  a  reduction  of  a 
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painting  by  the  master  on  his  reception  at  the  Academy  and  preserved  in 
the  Louvre;  the  large  and  lucid  composition  by  Simon  Vouet  (1590-1649) 
Saint  Carlo  Borromeo  praying  for  the  plague-stricken  in  Milan  (pi.  145)  the 
colouring  skilfully  harmonised  in  the  light,  a  work  of  fine  technique  and 
sound  composition  which  conveys  the  best  possible  idea  of  the  revived 
decorative  painting  in  France. 

It  was  on  December  19,  1793  that  Louis  David  (born  at  Paris  1748,  died 
at  Brussels  iSiS)  announced  to  the  Convention  that  his  "Death  of  Marat 
was  completed;  on  November  14  he  had  already  presented  it  to  the  Revolu- 
tionary Assembly.  The  picture  figured  in  the  public  funeral  organised 
by  the  authorities  of  the  Ministry  of  Fine  Arts  in  honour  of  Marat  and 
Lepelletier;  it  was  afterwards  exhibited,  with  the  bath  and  other  souvenirs  of 
the  People's  Friend,  in  the  Courtyard  of  the  Louvre,  after  which  it  served 
to  decorate  the  great  Hall  of  the  Convention.  Returned  to  David  in  1796, 
the  work  was  bought  in  )835  by  the  Baroness  Meunier  who  sold  it  in  i860 
to  M.  David-Chassagnol,  and  he  presented  it  to  the  Brussels  Gallery  in  1893. 
There  are  several  copies  of  it;  that  in  the  Versailles  Gallery  (by  Martin 
Langlois)  and  another  belonging  to  the  Jeanin  family  (by  Giachino  Serangeli) 
are  the  best  known.  David  had  seen  Marat  in  his  bath  some  days  before  the 
murder;  the  memory  of  this  visit  guided  him  in  carrying  out  the  work. 
The  head  however,  was  sketched  in  pen  and  ink  from  the  corpse  itself, 
and  it  is  not  without  reason  that  one  speaks  of  realism  in  reference  to  this 
famous  picture.  Marat  falls  back  and  expires.  The  left  hand,  resting  on 
the  cover  of  the  bath,  grasps  the  blood-stained  paper  on  which  we  read  :— 
«  The  I  3  July  1793.  Marie  Antoinette  Charlotte  Corday  to  citoyen  Marat. 
Jt  is  enough  that  1  am  wretched  to  have  a  claim  on  your  benevolence.  » 
In  his  right  hand  Marat  still  holds  the  quill  pen  with  which  he  has  just 
written  : — «  You  will  give  this  assignat  to  the  mother  of  five  children,  whose 
husband  died  to  defend  his  country.  »  On  the  yellow  wooden  box,  in 
front  of  the  bath,  the  painter  has  traced  these  words  :  «  To  Marat.  David, 
year  II  ».  With  its  harrowing  truth,  firm  severity  of  drawing,  and  plastic 
simplicity  of  style,  no  less  striking  than  the  realism  of  the  scene,  this  picture, 
austere  and  almost  poor  in  colour,  is  more  than  an  historic  or  naturalistic 
painting,  it  is  the  simplest  and  truest  drama. 

Three  other  works  represent  the  «  Dictator  of  Art  »  in  this  Gallery;  the 
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firm  and  brilliant  portrait  of  De  Yienne  the  flute  player  (author  of  the  popular 
Yisitandines,  who  died  mad  at  the  age  of  44) ;  an  admirable  profile  of  a  ^oy 
and  a  large  Mars  disarmed  by  Venus,  wherein  the  painter  of  the  Coronation, 
an  exile  to  Brussels,  a  frequenter  of  the  Monnaie  Theatre,  returns  to  the 
choregraphic  graces  of  the  XVI 1 1th  century,  in  horror  of  which  he  had  pro- 
claimed his  Spartan  esthetic. 

Augustus  listening  to  the  Jleneid  was  painted  by  Ingres  (born  at  Montauban 
1780,  died  in  Paris  1867)  in  Rome  in  1819  from  a  great  composition  which 
he  had  executed  seven  years  earlier  for  the  country  villa  of  General  Miollis, 
a  fanatic  admirer  of  Virgil,  who  chose  the  subject  himself.  Returned 
to  the  artist  in  i836,  tho  first  composition  was  preserved  by  Ingres  until 
his  death,  and  is  at  present  in  the  Toulouse  Gallery.  It  has  no  longer  its 
original  appearance.  Ingres'  pupils  altered  it  according  to  his  instructions, 
and  the  master  died  before  he  could  revise  their  work.  The  Brussels  pic- 
ture remains  unfinished,  just  as  the  great  classic  left  it  in  1819.  It  is  the 
moment  when  Virgil,  who  is  unseen,  cries  :  «  Tu  Marcellus  eris  ».  Octavia, 
overcome  by  maternal  grief,  faints  on  the  Emperor's  knees;  Livia,  mistress 
of  herself,  stifles  the  pangs  of  remorse;  Augustus,  apparently  cold,  makes  a 
slight  gesture  of  emotion.  The  work  shows  the  measure  of  Ingres'  genius; 
the  fine  balance  of  feelings,  the  serene  beauty  of  the  drawing,  the  modest 
reserve  of  colour,  make  it  an  absolute  model  of  style. 

In  1661,  Lebrun,  painter  to  Louis  XIV,  commissioned  to  decorate  the 
beautiful  Salle  d'Jlpollon  in  the  Louvre,  selected  as  the  subject  of  his  ceiling; 
the  Triumph  of  Jlpollo.  The  work  was  abandoned  and  only  recommenced  in 
1848.  Delacroix  (born  at  Charenton-Saint-Maurice  J  798,  died  in  Paris  i863) 
obtained  the  commission,  and  took  up  the  subject  of  his  predecessor;  but 
where  Lebrun  only  saw  a  courtier's  homage  to  the  Roi  Soleil,  the  romantic 
master  discerned  «  the  triumph  of  Light  over  Darkness,  of  Life  over  Chaos  ». 

Magnificent  conceptions  of  this  kind  were  the  delight  of  the  genius  of 
Rubens,  and  for  their  elaboration,  the  modern  painter  borrowed  the  skilful 
and  complex  colouring  of  the  Flemish  master.  The  hues  of  the  horses 
harnessed  to  Apollo's  car,  plunging  into  the  blaze  of  light,  are  pure  Rubens. 
The  corners  are  treated  as  part  of  the  frame  and  painted  in  bistre,  but  from 
this  simulated  frame  the  real  subject  comes  out,  as  an  extremely  vigorous 
composition,  at  which  Delacroix  worked  for  a  long  time.     The  slightest 
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details  glow  with  fervid  inspiration  ;  nothing  is  left  to  chance.  «  The  sub- 
ject »,  writes  M.  Marcel,  «  is  evidently  the  opposition  of  low  tones,  deep 
and  fuliginous,  where  writhing  monsters  are  vaguely  perceptible,  to  the 
radiant,  sparkling  zone,  whence  light,  order  and  beauty  will  rain,  with  the 
arrows  of  the  god.  » 

Of  Gericault  (born  at  Rouen  1791,  died  in  Paris  1824)  whose  influence  on 
romantic  art  preceded  that  of  Delacroix,  but  was  less  profound,  we  have  a 
vigorous  and  dark  marine,  the  Derelict,  and  a  study  (pi.  149)  from  the  Saint 
JHartin  by  van  Dyck  at  Windsor,  painted  probably  during  the  three  years 
Gericault  spent  in  England.  It  will  astonish  nobody  to  learn  that  Saint 
Martin's  charger  is  by  far  the  most  studied  portion  of  this  brilliant  reduction 
of  the  Flemish  master  piece.  Van  Dyck's  picture  had  been  a  gift  to  Rubens, 
and  no  doubt  Gericault  included  the  Windsor  horse  among  the  three  most 
beautiful  horses  ever  painted,  which,  according  to  him,  were  due  to  Raphael, 
Gros  and  Rubens.  Some  good  examples  of  Isabey  and  Decamps  complete 
our  collection  of  the  French  romantic  school. 

* 

Five  English  masters  hang  near  the  glories  of  France  :  Reynolds,  Astley, 
Raeburn,  Lawrence  and  Constable.  It  would  be  representative,  if  the 
brilliancy  of  the  names  did  not  exceed  the  value  of  the  pictures.  The  portrait 
of  William  Chambers  the  architect,  by  Sir  Joshua  Reynolds  (1723-1793) 
(pi.  i5o)  with  the  brilliant  garnet  reds  and  the  fine  lighting  of  the  flesh,  has 
great  qualities,  but  is  conventional,  almost  mechanical,  in  the  somewhat  loose 
brushwork.  The  opulent  and  smiling  hady  by  John  Astley  (1730-1767), 
the  half  length  of  a  Man,  with  ill-tempered  eyes,  by  Sir  H.  Raeburn  (i755- 
j823),  the  portrait,  almost  suggesting  David,  by  Sir  Thomas  Lawrence 
(1769-1830)  only  stir  us  to  moderate  emotion.  On  the  contrary,  the  simple 
Study  (pi.  1 5) )  by  Constable  ( 1  776-i  837) — we  know  that  the  great  innovator, 
in  his  numerous  studies,  often  painted  the  sky  alone — makes  us  understand 
the  triumphs  of  English  art,  at  the  commencement  of  the  modern  school  of 
landscape,  and  the  feelings  aroused  among  the  French  masters,  of  whom 
Delacroix  dared  to  say  :  «  that  they  know  no  more  of  nature  than  a  cab  horse 
knows  of  the  fields.  » 
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LIST  OF  JLLUSTRATIONS 


I.  — Bust  of  Guillaume  Joseph  Jacques  de  Bosschaert  (ijSj-iSiS). 

First    curator    of   the    Brussels   Gallery,  by    P.  Puyenbroeck  (1804-1884).  tftcr 
Godecharle. 

II.  —  Facade,  Rue  dc  la  Regence.  ] 

III.  -  Entrance  Hall.  /    f''"^  ^rt  Gallery 

IV.  — View  of  the  Sculpture  Hall  and  the  Galleries  of  the  upper  floor.  I      (Old  Masters) 
V.  —  One  of  the  walls  of  the  Hall  of  the  i  Prinxitivei  1  .  ) 


1.  —  EARLY  FLEMISH  AND  WALLOON  PAINTERS 


Plato.  P>g<' 

I.  —  Hubert  or  Jan  van  Eyck.  1 

Jldam  and  'Eve.  Wings  of  the  Altar- 
piece  of  the  Mystic  Lamb. 

Inner  side  of  the  Adam  and  Eve 
wings.  Altar-piece  of  the  Mystic 
Lamb. 

1.  —  The  Master  of  Mdrode  (Ro- 
bert Campin  ?).  2 
The  Annunciation  (replica). 

3.  —  Roger  van  der  Weyden  (?)  3 

Madonna  and  Child. 

3.  —  Dierick  Bouts  (?)  5 

Madonna  and  Child. 

4.  —  Roger  van  der  Weyden. 

Deposition  from  the  Crofi. 


PlltCI.  P>g<' 

5.  —  Roger  van  der  Weyden  (?) 

The  Knight  with  the  Arrow. 

6.  —  Roger  van  der  Weyden  (?) 

Triptych — Calvary. 

7.  —  Roger  van  der    Weyden  (a 

follower  of). 
The  Passion. 

8.  —  Dierick  Bouts. 

The  unjust  Sentence  of  the  Emperor 
Otto. 

9.  —  Dierick  Bouts. 

The   Emperor  Otto   repairing  his 
Injustice. 
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Plates. 
lO.  ■ 


1  . 


I  2. 


Page. 

-  Dierick  Bouts  (school  of). 

Deposition  from  the  Cross. 

-Albrecht  Bouts.  6 

Triptych — Assumption  of  the  Virgin. 


Hugo  van  der  Goes.  7 

The  Holy  Family. 

1 3.  —  Hans  Memlinc.  7 

The  Martyrdom  of  SaintSebastian. 

14.  —  Hans  Memlinc. 

Portrait    of   Guillaume  Morcel, 

Mayor  of  Bruges. 
Portrait  of  Barbara  de  Vlaender- 
berghe.wife  of  Guillaume  Moreel. 


)5.  — 
.6.  — 

>7-  — 
18.  — 

.9.  — 

20.  — 

21 .  — 


22. 


Gherardt  David.  8 

Adoration  of  the  Kings. 

Gherardt  David. 

Madonna  and  Child. 

Bruges  school,  1489. 

The  Virgin  among  Virgins. 

Jan  Prevost.  9 

Triptych  of  Adam  van  Riebeke. 

(Wings  by  Pourbus) 

Jan  Gossart  (Mabuse).  10 

Portrait  of  a  Knight  of  the  Golden 
Fleece. 

Jean  Bellegambe.  1  1 

Virgin  and  Child. 

Jan  Gossart. 

Adam  and  Eve. 

Quentin  Metsys.  j  1 

The  Legend  of  Saint  Anne. 
Centre  pane]  of  the  triptych. 


PUtes. 

23.  . 


Quentin  Metsys. 
Wings  of  the  Triptych. 


Ptge. 


24.  — 


Angel  announcing  to  Joachim  the  conception 

of  Saint  Anne. 
Death  of  Saint  Anne. 


Quentin  Metsys. 

Exterior   of  wings  of  the  Tri- 
ptych. 

Joachim's  Offering  rejected. 
Joachim  and  Saint  Anne  distributing  their 
wealth  to  the  poor. 


25.  — 

26.  — 

27.  — 

28.  — 


Jan  Metsys. 

Susanna  and  the  Elders. 


I  2 


29.  — 

30.  — 

31.  — 

32.  — 


Josse  van  der  Beke,  surnamed 
van  Cleve  the  Elder.         1  2 
Madonna  and  Child. 

Josse  van  der  Beke,  surnamed 
van  Cl^ve  the  Elder. 

The  Holy  Family. 

Joachim    Patinir  (follower 
of).  i3 
Temptation  of  Saint  Anthony. 

Henri  de  Bl^s  (?)  i3 

John  the  Baptist  preaching. 

Henri  de  Bles  (imitator  of). 

Adoration  of  the  Kings. 


Bernard  van  Orley. 
The  Trials  of  Job. 

Centre  panel  of  a  triptych. 


'4 


Bernard  van  Orley. 

Wings  of  altar-piece.     Trials  of 
Job. 

Lazarus  driven  from  the  rich  man's  door. 
Job's  Flocks  stolen  by  the  Sabeans. 
Job's  Friends  begging  him  to  pray  to  God 
for  them. 

Death   of  the  wicked  rich  Man  and  his 
Torments  in  Hell. 
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Plate*. 

33.  . 


P»ge 


Bernard  van  Orley. 

Christ   mourned    by   the  Holy 

Women. 
Triptych  of  the  Hanncton  family. 

34.  — -  Bernard  van  Orley. 

Portrait  of  the  Doctor  de  Zellc. 

35.  —  Bernard  van  Orley  (?) 

Portrait  called  the  Old  Secretary. 

36.  —  Cornells  Schernier, 

surnamed  van  Coninxloo.  j  5 

The  Virgin's  Family. 

3j.  —  Cornelis  Schernier, 

surnamed  van  Coninxloo  (?) 

Triptych  of  the  Legend  of  Mary 
Magdalen. 

38.  —  Jan  Cornelis  Vermeyen.  i5 

The  Resurrection  of  Lazarus. 

Triptych  of  tht  Micault  family. 

39.  —  The    Master    of    the  Last 

Supper.  (Peter  Coecke  ?)  16 
The  Last  Supper. 


Plates.  p,gt. 

40.  —  Jan   Sanders,    surnamed  de 
Hemessen.  16 

The  Prodigal  Son. 

Peter  Huys  (?)  17 

The  Piper. 

Pieter  Aertsen. 

The  Cook. 

Joachim  de  Beuckelaer.  18 

The  Prodigal  Son. 

Peter  Breugel  the  Elder. 

Fall  of  the  Rebel  Angels. 

45.  —  Peter  Breugel  the  Elder. 

Adoration  of  the  Kings. 

46.  —  Peter  Breugel  the  Elder. 

The  Numbering  at  Bethlehem  and 
the  Flight  into  Egypt. 

47.  —  Peter  Breugel  the  Elder  (?) 

The  Fall  of  Icarus. 


4'- 
42- 
43. 
44.  — 


11.  —  EARLY  FRENCH.  DUTCH   AND  GERMAN 

PAINTERS 


48.  —  The  Master  of  Moulins.  19 

Virgin  and  Angels. 

49.  —  Jan  Mostaert    (the  Master 

of  Oultremont).  20 

Centre  panel  of  the  triptych  of  the 
Passion. 

50.  — Jan  Mostaert    (the  Master 

of  d'Oultremont. 

Wings  of  the  tryptich  of  the  Passion. 

5 1.  — Jan   Mostaert   (the  Master 

of  Oultremont) 

The  Knight  with  the  Rosary. 


52.  —  Lucas  van  Leyden.  11 

Temptation  of  Saint  Anthony. 

53.  —  The  Master  of  Saint  Bartho- 

lemew.  21 

The  Marriage  at  Cana. 

54.  —  The  Master  of  the  «  Heilige 

Sippe  ».  21 

The  Crucifixion. 

55.  —  Lucas  Cranach  the  Elder.  22 

Portrait  of  Doctor  Jan  Scheuring. 

56.  <—  Lucas  Cranach  the  Elder. 

Adam  and  Eve. 
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111.  —  FLEMISH  SCHOOL 
END  OF  THE  XVIth  CENTURY  AND  THE  XVllth 


Plates.  Pag<' 

5y.  —  Antonio  Mor.  24 

Portrait  of  Ferdinand  Alvarez  of 
Toledo,  duke  of  Alba,  Governor 
general  of  the  Netherlands. 

58.  —  Antonio  Mor. 

Portrait  of  Hubert  Goltzius. 

59.  —  Martin  de  Vos.  24 

Antonio  Anselmo,   his  wife  and 
their  tvo  children. 


60.  —  Otto  Voenius. 


25 


The  Mystic  Marriage  of  Saint 
Catharine. 

61.  —  Peter  Paul  Rubens.  26 

The  Adoration  of  the  Kings. 

62.  —  Peter  Paul  Rubens. 

Portrait  of  Charles  de  Cordcs. 

63.  —  Peter  Paul  Rubens. 

Portrait  of  Jacqueline  van  Caestre, 
wife  of  Charles  de  Cordes. 

64.  —  Peter  Paul  Rubens. 

The  Assumption  of  the  Virgin. 

65.  —  Peter  Paul  Rubens. 

Venus  in  Vulcan's  Forge. 

66.  — -  Peter  Paul  Rubens  and 

Jan  Brueghel  de  Velours.  29 

The  Virgin  with  the  forget-me-nots. 

67.  —  Peter  Paul  Rubens. 

Portrait  of  Archduke  Albert,  Go- 
vernor of  the  Netherlands. 

Portrait  of  Archduchess  Isabella, 
wife  of  the  Governor  of  the 
Netherlands. 


Plates. 
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69. 
70. 

7'- 
72. 

72. 
73- 
74- 
75. 

76. 
77- 

78- 
79- 


Page. 

Peter  Paul  Rubens. 

Landscape,  Atalanta's  chase. 

Peter  Paul  Rubens. 

The  Ascent  to  Calvary. 

Peter  Paul  Rubens. 
The  Martyrdom  of  Saint  Lievin. 

Peter  Paul  Rubens. 
Negroes'  Heads  (study). 

Peter  Paul  Rubens. 

The  Martyrdom  of  Saint  Ursula 
(sketch). 

Antony  van  Dyck.  33 

The  Martyrdom  of  Saint  Peter. 
Antony  van  Dyck. 

Silenus  intoxicated. 

Antony  van  Dyck. 

Study  for  head  of  old  Man. 

Antony  van  Dyck. 

Portrait  of  the  Brussels  sculptor 
Franfois  Duquesnoy,  surnamed 
Francesco  Fiammingho. 

Antony  van  Dyck. 

Rinaldo  and  Armida  (grisaille). 

Antony  van  Dyck. 

Portrait  of  Judge  Alexandre  Delia- 
faille,  of  Antwerp. 

Jacob  Jordaens.  35 

Abundance. 

Jacob  Jordaens. 
Pan  and  Syrinx. 


Plate*.  P>ge- 

80.  —  Jacob  Jordaens. 

Saint  Martin  curing  a  madman. 

8f.  —  Jacob  Jordaens. 

Susanna  and  the  Elders. 

82.  —  Jacob  Jordaens  and  Adriaen 

van  Utrecht. 

The  Provision  Merchant. 

83.  —  Jacob  Jordaens. 

Triumph  of  Prince  Frederic  Henri 
of  Nassau. 

84.  —  Jacob  Jordaens. 

The  Satyr  and  the  Peasant. 

85.  —  Jacob  Jordaens. 

Twelfth  Night. 

86.  —  Caspar  de  Crayer.  37 

The  Miraculous  Draught  of  Fishes. 

87.  —  Antoine  Sallaert.  38 

The  Procession  of  the  Maidens  of 
Sablon. 

88.  —  Theodore  van  Loon.  38 

The  Assumption. 

89.  Cornelis  de  Vos.  38 

Portrait  of  the  Artist,  his  Wife  and 
two  Daughters. 

90.  —  Pietcr  Meert.  39 

The    Elders   of  the  Brussels 
Fishmongers'  Guild. 

91.  —  Frans  Snyders  and 

Jan  Wildens.  39 

Stag  Hunt. 
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92. 

93. 

94- 

95.  - 

96.  - 

97-  — 

98.  - 

99.  — 

100.  — 

101 .  — 

102.  — 

103.  — 

104.  — 


Frans  Snyders. 
Stags  and  Hinds  (study). 


Page. 


I  04. 

.o5. 


Frans  Snyders. 

Garland  of  Fruit  and  Vegetables. 


Jan  Fyt. 

Cart  Dogs  re&ting. 
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Paul  de  Vos  6c  Jan  Wildens. 

Horse  devoured  by  Wolves.  4O 

Jacques  d'Arthois.  40 

Decorative  Landscape. 

Jan  Siberechts.  40 

The  Start  for  the  Market. 

Denis  van  Alsloot  (after).  4 1 

The  Brussels  Ommeganck  in  1  6 1  5, 
the  Procession  of  Archers  in 
the  Grand'Place. 


Sebastian  Vrancx. 
The  Horse  Market. 

David  Teniers  1 1 . 

The  Five  Senses. 

David  Teniers  1 1 . 

The  Village  Doctor. 

David  Teniers  1 1 . 

Flemish  Kermcsse. 

Adriaen  Brauwer. 

Drinkers  at  table. 

David  Teniers  1 1 . 

Temptation  of  Saint  Anthony. 

Jan  van  Craesbeek. 

The  Discussion. 

Gonzales  Coques. 
The  Duet. 
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42 


42 
42 
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Charles  Emmanuel  Biset.  43 

William  Tell  and  the  Guild  of 
Saint  Sebastian,  Antwerp. 

Philippe  de  Champaigne.  43 

Portrait  of  the  Artist. 


108.  —  Justus  Suttermans.  43 
Portrait  of  a  Warrior. 


Plates. 
1  09. 


109.  — 


1  10. 


1  1  1 
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Philippe  de  Champaigne. 

The  Presentation  in  the  Temple. 

Nicolas  La  Fabrique  (?)  44 
The  Cashier. 


Andre  Lens. 
Offering  to  Bacchus. 


44 


Pierre  Joseph  Verhagen.  44 
The  Disciples  at  Emmaus. 


IV.  —  DUTCH  SCHOOL  XVllth  CENTURY. 


112.  — 

113.  — 

1 14.  — 

115.  — 

116.  — 


117. 


Frans  Hals.  4$ 
Portrait  of  Professor  Jan 
Hoornebeek. 

Frans  Hals. 

William  van  Heythuysen. 

Adriaen  van  Ostade.  46 

The  Weaver  Resting. 

Thomas  de  Keyzer  46 

Portrait  of  Herman  Dircksz  van 
de  Kolck. 

Rembrandt  van  Ryn.  46 
Portrait  of  Francois  Coopal, 
Rembrandt's  brother-in-law. 


—  Ferdinand  Bol, 
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Portrait  of  Saskia  van  Uylenburg, 
Rembrandt's  wife. 


18.  — 


I  19.  — 


Nicolas  Maes. 
The  Dreamer. 

Jan  van  Noordt. 

The  Drummer. 


47 


47 


1  20.  —  Gabriel  Mctsu.  48 

The  Collation. 

1  20.  —  Jan  van  Noordt. 

Lady  at  her  toilette. 

12  1.  —  Jan  Vermeer  of  Delft.  48 
Man  in  a  hat. 

122.  —  Jan  Steen.  49 

The  Gallant  Offering. 

I  23.  —  Jacobus  Vrel.  49 

Interior. 

124.  —  Jan  van  Goyen.  49 

View  of  Dordrecht. 

125.  —  Jacques  or  Salomon 
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